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SENSE PERCEPTION IN
SEVENTEENTH-CENTURY JESUIT THEATRE
by Heribert Breidenbach

I. The Over-Emphasis on Sense Perception
In the sixteenth and seventeenth centuries, England, France, and
Spain had their Golden and Classical Ages in literature and the theatre,
while sixteenth-century German poets, prose writers, and dramatists
invested their talents in religious tendentious writings, sparked by the
Protestant Reformation and the Catholic Counter-Reformation. 1 In the
following century Germany underwent the depressing and depriving
struggles of the Thirty Years' War which again may be blamed for the
setback of many talents in literature and the theatre. And yet, we observe in this latter German period of general mourning and dance-ofdeath mood, the so-called Baroque style in all fields of art, a style which
is characterized by the richest and most luxurious ornamentation in
architecture and interior decorating, by an abundance of tone, fullness,
and accord in music compared to previous centuries, a conglomeration
of colorful and descriptive nouns, adjectives, and superlatives in poetry,
and a more pompous and picturesque performance and craftsmanship on
stage than in any other period of the theatre.
The producer and the public put so much emphasis on sense perception, on visual aids in particular, that books without illustrations would
not sell nearly as well as the illustrated emblem books which became the
best sellers between 1531, the first publication of Andreas Alciati' s
Emblematum Liber, and approximately 1700. Theatrical performances,
bare of any visualization of ideas and breathtaking tricks on stage, were
not considered sufficient in relaying their common messages about
religion, virtues, vices, death, and eternity.
Splendor on stage was coupled with explicit realism which often
surpassed the explicitness of modern wild west and gangster movies,
except that it served a different purpose. Examples are numerous. To
illustrate the horrors of the anti-Christian forces, Andreas Gryphius, in
his famous martyr-drama Catharina von Georgien (1647), lets the audience witness how Queen Catharina is mercilessly thrown on the fire after
her executioner (Blutrichter) has mutilated her breasts, shoulders, and
arms with glowing tongs (Act V).
Andreas Gryphius was the son of a Lutheran pastor who wrote
tragedies, comedies, and poetry reflecting the tragedies of the Thirty
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Years' War. It was, however, the Jesuit drama in the movement of the
Counter Reformation which in Central Europe surpassed all other theatrical performances in its explicit and horrifying realism on the one hand
and breath-taking splendor on the other. Stage tricks were designed to
appeal to every sense to the height of its capacity. The effect was to be
achieved in both the audience and the actors themselves who were
students of the Jesuit secondary schools and colleges. During the early
seventeenth century, the Jesuit School Drama, which had grown out of
dialogue-type speech-and-language exercises in Latin and Rhetoric
classes, soon ceased to rely on the argumentative power of the spoken
word only and combined with it a strong emphasis on sense perception.
Thus, when in young Jakob Bidermann's famous play Cenodoxus (1602)
the devils' dance is performed while Cenodoxus, the Doctor of Paris,
dies, the horrors of hell are underlined by diabolical music which the
devils themselves play until death appears in person.2 In this way the
playwright appeals to both eyes and ears. The reality and seriousness of
God's judgement over this hypocritical but outwardly holy and humble
Parisian doctor is impressed on Cenodoxus' friends, Bruno and his
companions, and thus on the audience by the dead body's movement of
its head and by its triple rising from his death bed, shouting that the
doctor is judged, sentenced, and condemned.
Other frequent examples of rather drastic audio-visual demonstrations are found after Bidermann's initial success, adding light effects,
lightning, thunder, stars, the sufferings of the martyrs, the collapse of
pagan gods, the coming alive of statues, flying angels in combat with
fallen angels, the dragon mouth of hell on a side stage, as well as the
glories of heaven on an upper stage.3 Never missing was, of course, the
appearance of the traditional figure of Death with scythe and hour glass.
Spectacular scenery was often carried so far that words of caution were
heard from critics among the Jesuits themselves. Great splendor was
especially seen in Munich under Maximilian I and in Paris under Louis
XIII. Generally, the Catholic nobility contributed richly.4 Bright and
colorful costumes, imported from India, China, and Japan, or borrowed
from royal courts, were given preference over the rather drab colors of
the German clothing in the Thirty Years' War.
Furthermore, the Jesuits tended to visualize by use of pantomimes.
Even the choir used pantomime during intermissions, to aid word and
melody in explaining the next scene. This replaced the theoretical
"argumentum" which was common in the Latin plays.5 The Jesuit
theoretician Franciscus Lang in his Dissertatio de actione scenica cum
figuris eandem explicandibus (Munich, 1727) places emphasis on miming
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and emotional expressions well after the period of the Baroque, when he
tells new actors to face the audience, so that the audience can read in
their eyes what mood they are supposed to portray (pp. 39-4 I). 6 The
sometimes numerous personifications of virtues, vices, man's conscience,
sickness, and death, in both Jesuit plays and emblem books, are likewise
designed to get away from the abstract argument.7 These personifications
were often connected with ballet.
And finally the Jesuit stage specialized in the use of a well-planned
ensemble in which I 00 actors and 50 choir members were quite common. 8 The stage decoration became impressive through the use of
perspective9 which added the impression of depth, of vision, and of
mystery. Groups of dancers also improved the ensemble for which most
famous dance instructors were sometimes invited to help with the rehearsals and even to participate. 10 Through the emphasis on breathtaking splendor and the incorporation of music and dancing, the Jesuit
play became a sister performance to the Baroque opera.
II. Why?

It is unnecessary at this point to list all the possible examples of
exaggerated audio-visual demonstration in the Jesuit theatre because this
study seeks to examine the question: Why? What are the underlying
reasons for this over-emphasis on sense perception? Surely there are
many contributing factors, one being the Italian opera, a new rival to the
Jesuit theatre in Vienna, making its solemn entry to the German-speaking
countries through that city. The splendor of the Italian Opera would
explain Vienna's progressive role in stage design but could hardly
explain the emphasis on sense perception in the Rhineland, France, and
the Low Lands. This study would, therefore, like to elaborate on only
those factors which seem to share the greatest responsibility.

A The Language Barrier
As far as the theatre is concerned, one might point out the traveling
English comedians as a source, who since 1592 roamed around Germany
putting on Shakespeare, Marlow's Doctor Faustus, and morality plays
like Everyman, all done in English. These English actors were usually
new and always unemployed professionals who met an open and eager
audience on the continent, and often found employment at the German
and Austrian courts because German theatre had no professional actors.
Schlegel, the famous and unsurpassed Shakespeare translator, had not yet
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been born, and thus the monolingual actors, in order to communicate
Shakespeare's works to the German-speaking audience, had to resort to
the international sign language of gesticulating and miming, and to
technical tricks, many of which did not do justice to Shakespeare and did
not create the respect which Shakespeare enjoyed in the German-speaking countries later on. Also, the new figure of the clown, which the
English comedians brought to Germany, did not exactly add to the
prestige of Germany's theatre, nor did new and commonly used devices
like the blood bag under the wig give it the aura of culture. But the
audience fell for it. Therefore, the theory that the English comedians
introduced a strong emphasis on audible and visual aids in seventeenthcentury German theatre is tempting if we also consider that these new
professionals were the reason for discussions among German dramatists
and translators over the question whether, according to the example of
the English comedians, prose texts should be preferred over the traditional German rhymed couplets which easily led to a somewhat monotonous
recital. Prose texts were more in conformity with the German trend
towards realism on stage.
It would be strange if the comedians had left no permanent trace
behind. However, the question remains whether the Jesuit school theatre
was influenced by the comedians? Whereas their influence on German
popular theatre on the town squares can easily be seen, there is no proof
whatsoever that there was any direct linkage between the English visitors
and the Jesuit schools. If there was indirect influence, it was negligible
and could not possibly account for the over-emphasis on sense perception
in school drama. Jesuit school plays were originally in-house productions in the "aula" of the school and moved to the public places only at
special occasions when unusually large audiences were expected to
attend.
In studying the sources for the unusual emphasis on sense perception
in the Baroque theatre, a more historically-minded observer might,
therefore, go back right to the origins of the German theatre in the
thirteenth century. One would observe a very similar happening at that
time, when German theatre was still in its embryonic stage as a liturgical
theatrical illustration of the Latin gospel texts dealing with the scenes
after the Resurrection. These were acted out in Latin on the morning of
Easter Sunday in church. 11 Seminarians performed the dialogues between
the angel, the three women who had seen the risen Christ, and the
apostles. Here, as in the case of the English comedians centuries later,
it was a language barrier which urged the performers to gesticulate and
run in church in imitation of Saint Peter's running to the empty grave.
Visual and audible demonstration reached such a point that Rome banned

the entire performance from the church building as a comedy-like spectacular of something sacred. In the thirteenth century liturgical drama
can be found in almost all of Europe. In Spain the same gospel text of
the Resurrection, as well as the Christmas story, were enacted in Latin.
There, too, they turned into comedy-like spectacles until these performances were banned from the sanctuaries of the Spanish churches. But
neither here nor in Germany did this end audio-visual demonstration in
the Easter play. It was now continued in the market places where, at
least in Germany, the townsfolk took over the role of the seminarians
with the mayor of the town reserving the lead for himself, and where the
vernacular replaced Latin. The number of actors sometimes went into
the hundreds, and the colorfulness of the costumes, which had come
from earlier pagan rituals and processions, the figure of the red devil and
the never-missing dance-of-death scenes, finally made Passion and Easter
plays, with all of their variants, into the most spectacular panoramas
before the time of the Jesuit school theatre.
One could easily get the impression that the colorfulness of seventeenth-century Jesuit theatre was a mere continuation of these popular
panoramas. And yet, the Jesuit school theatre was humanistically
oriented under the influence of classical Greek and Latin literature rather
than German folk drama. The Catholic and Protestant humanistic school
theatre, as an inside stage production, was, due to its origin in the classroom, rather independent of the theatre outside the Catholic and Protestant humanistic education, so that almost none of the approximately 500
authors of school dramas established the bridge between school and
popular theatre until the public was invited to attend and the playwrights
and producers began to meet the taste of the public to a certain degree
by inserting popular elements, often in the form of comical scenes in the
vernacular between acts.
The Jesuits, furthermore, held on exclusively to the Latin language
far into the eighteenth century while their Protestant forerunners in the
humanistic drama turned to the vernacular in order to have a wider
impact on the public. The Jesuit Joseph Jouvancy, in his Ratio descendi
et docendi (Florence, 1703), a commentary, so to speak, on the Ratio
Studiorum from 1599, and a guideline for Jesuit teachers, writes:
To compose an epic in the vernacular I would not suggest to
anybody, because in that kind of poetic work we display lack of
good taste. Furthermore, the rules of our order do not permit
that, since they demand that the purpose of the school exercises
is to teach a thorough knowledge of the Latin language. 12
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Obviously, German language theatre did not find much respect in the
eyes of Jouvancy. And so once again we observe this phenomena of a
lan~uage ba':ier between the producers and the uneducated part of the
audience which led to many changes in the school drama.
But why was it considered so important to let the outside audience,
benefactors, nobility, and friends share in the contents of the Latin plays?
The answer can be summed up in one word: evangelism. As mentioned
above, the Jesuit school-theatre had grown out of Latin language exercise~ ~~d practice in rhetoric and argume1~tation. Teachers and upperd1v1s10nstudents were the playwrights.
The dialogues were called
"declamationes" and took place every month, first in the classroom, but
soon before the entire community of the school while the students
watched very critically. Classical plays by Terrence, etc., were also
performed but were considered somewhat dangerous to morals. Big
annual performances were soon asked for by benefactors of the schools
and the nobility, especially in Paris, Munich, and Vienna, until the opera
overtook the Jesuit theatre in these cities. Since in seventeenth-century
Bavaria and Austria the Jesuits were the pioneers of higher education as
far as the "Gymnasium" and the "Kolleg," their performances began to
outnumber by far those of other Catholic groups and those of the Protestants. Both Protestants and Catholics soon gave the stage and the humanistic school drama, by grace of its emotional impact on the audience,
a d~u~le function: In addition to scholastic training, the stage became
a m1ss10n~ryplatform for dogma, morals, and even tendentious propaganda which actually already had started with the Protestant school
drama. On the stages of the Jesuit schools this "propaganda" amounted
to a glorification of the Catholic Church as a counter-reformatory action
on the part of the Jesuits. 14 The concern is understandable, therefore,
t?at the Latin text be made to come alive. Imitation, miming, gesticulation and, finally, spectacular stage tricks grew out of the need for an
international language to be understood by the uneducated in order to
~llustrate the international Latin language which was known by the
intellectual only.
. In addition to keying up the senses, the Jesuit schools frequently
distributed "Periochae," which were playbills for the purpose of orienting
the monolingual audience. A typical playbill contained the following
elements:
1. The title page.
2. The "Argumentum" or "Summa," which was a general
plot summary.
3. Resumes of the individual scenes.

4. A "Syllabus Actorum," which was a list of all actors,
dancers, and musicians.
At the end it normally said: AD MAJOREM DEi GLORIAM. The
glory was to go to God rather than the performers. 15
B. The Purpose of Theatre and Poetry
In answering the question "Why," the language barrier, important as
it may be, is certainly not the only responsible factor. As for the Jesuits,
there is much more behind this movement of audio-visualization of the
school-drama which has witnessed so much criticism. It is an outflow
of Jesuit educational philosophy, 16 and it arises from the entire outlook
on the purpose of the theatre and literature on the one hand, and the
emphasis on the employment of the senses as a pedagogical means on
the other. Capitalizing on sense perception as a pedagogical means
corresponds to Aristotelian-Scholastic epistemology, according to which
the process of learning and knowledge is impossible without sense
perception, as compared to the teachings of Neo-Platonism which still
believed in innate ideas. Visual aids were pedagogical aids.
Later, Johann Christoph Gottsched, Gotthold Ephraim Lessing, and
Friedrich von Schiller, representatives of the German classical age, saw
in the stage a platform for the teaching of ethics. This was really
nothing new since the Jesuits a century before had also used literature
and the stage in particular not only for the glorification of the Church but
for the teaching of morals. The plots of the plays were biblical (mostly
from the Old Testament), historical, and hagiographical, including stories
about contemporary martyrs in the Jesuit missions. The structure of
classical plays served as a model, but classical mythology and allegoric
stanzas, which had found their ways into virtually all Jesuit as well as
non-Jesuit emblem books, were usually restricted to the pauses between
acts. The themes and messages which the stories were to convey could
be summarized in three categories:
a. Morals: Virtues and Vices,
b. Man's Life: Vanity and Death,
c. Eternity: Heaven and Hell
The glorifications of the Church through the examples of the saints was
an extra feature, as was the celebration of living princes and political
events by finding parallels for them in the Old Testament. The three
couplets formed the core messages even in the latter type play. 17
In conveying these religious messages the Jesuit stage would
implement all kinds of suitable non-religious elements and worldly
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splendor in order to combine the pleasing with the useful. Mario Praz,
in his epoch-making book, Studies in Seventeenth Century Imagery
(Rome, 2nd ed. 1964), shows that this was also the case with many
Jesuit emblem books. The Jesuits widened the narrow frame which the
sixteenth century had constructed for these books by incorporating a
multitude of new topics and historical events, all designed to appeal to
the senses in order to sweeten the bitter everyday Christian and missionary reality of the "via dolorosa." What Praz writes about Jesuit emblem
books in his chapter "The Pleasing and the Useful" could just as well
have been written about the theatre: "Rather than mortifying the senses
in order to concentrate all energies in an ineffable tension of the spirit,
according to the purgative way of the mystics, the Jesuits wanted every
sense to be keyed up to the pitch of its capacity, so as to conspire together to create a psychological state pliant to the command of God" (p.
170).18
Since character formation was the primary justification of Jesuit
secondary education, the teachings on morals, man's life, and eternity
were to be impressed not only on the audience outside the schools but
on the student as well. Theatre classes belonged to one of the requirements in Jesuit schools under the name "Rhetorica." The impact of this
instruction and the theatre productions which arose from it can only be
guessed at, considering that in the Catholic parts of the German-speaking
countries practically all secondary education rested in the hands of the
Jesuits and that Jesuit education was respected most highly by nonCatholics also. 19 Geographically, the impact can only be estimated if one
takes into consideration the fact that Jesuit theatre also flourished in
India, Japan, and Latin America. Furthermore, audiences were surprisingly large. In 1654 one perfomrnnce of Nicolaus Avancini's Pietas
Victrix (printed: Vienna, 1659) attracted I 050 spectators in Cologne and
3000 in Vienna. The prize goes to a performance of Lewin Brecht's
comedy Euripus (Cologne, 1555) which in 1560 is believed to have
attracted 8000 spectators to the Jesuit College in Prague and had to be
repeated three times. 20
Theatre plays were hardly products of an impulse to be a creative
artist but rather didactic tools to move the audience to an examination of
their own lives and if necessary to the point of conversion, the aim
which Ignatius of Loyola had set for his Spiritual Exercises (1548).
There are ample examples to show that the Jesuits were quite successful
in this endeavor. The effect of Bidermann's Cenodoxus on the audience
might be mentioned. As Bruno and his companions withdraw from the
world to become monks, so too, after a performance in 1609 in Munich,
princes who had watched the play are said to have withdrawn from daily

business for a while by signing up for spiritual retreats. 21 The nobility
may have been able to identify with Cenodoxus whose main sin, as his
Latin name signifies, was a combination of pride, self-love, and pretention of perfection. The court in Munich was also moved to tears in 1650
at Bidermann's Aegypti Prorex22 in which Joseph's brothers converted,
and great compassion was aroused during Biermann's show of Belisar
in 1607 in which an old blind man goes begging in the same street where
his former palace stood. At the performance of Johannes Calybita in
1618 the audience is supposed to have sobbed so loud that the actors
could hardly go on acting. The hero of that play dies as a beggar at his
parents' palace because they do not recognize him as their son.
It is obvious that, in addition to the emphasis on sense perception,
the arousing of fear and compassion played an important role, as Aristotle and likewise the Jesuit critic Jakob Masen (1606-81) demand it.23 In
Jesuit theatre they were to impress the theme of vanity of all earthly
fortune since the Christian life was always shown as the via dolorosa.
Another frequently used means to reach the heart, as seen in
Cenodoxus, was the interjection of comical scenes by which emotional
contradictions were created.24 Whereas emotions and contradictions may
be called typical of the Baroque, in Jesuit theatre they were calculated
elements to knock on heart and soul. Comical elements put the spectator
at ease while terrifying and saddening elements immediately followed to
shock him, thus creating an emotional pendulum driving the audience
from one extreme to the other. Likewise, pompous, spectacular showings
on stage followed by man's fragility achieved the same effect. One
might call it dialectics in the realm of emotions. Out of the stress on
emotions grew also Franciscus Lang's three titles: The Theatre of
Ascetic Loneliness; The Theatre of Human Emotions; and The Theatre of
Pain and Love (Theatrum solitudinis asceticae; Theatrum affectuum
humanorum; Theatrum doloris et amoris, Monachii, 1717). These are
combinations of dramatic dialogue, music, and silent meditation in front
of symbolic pictures.
The reason for moving heart and soul is the conviction that the stage
forms the most effective educational platform for religious and moral
teaching and that this ought to be the main purpose of theatre. To this
effect Johannes Janssen in his History of the German People quotes a
seventeenth century physician, Hippolitus Guarinoni, who wrote in 1610:
There is, indeed, in these days in the whole wide world no
delight beyond this one, and many a godless, corrupt, erring
man, by the mere sight of such a play--in which either the
reward which God gives the pious, or the terrible punishment
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which the devil sends the godless, is presented to be viewed--is
more quickly moved and influenced to lead a better and godlier
life, than he might otherwise have been in his whole lifetime,
either by sermons or by any other means: Reason, a sermon
appeals to the ear only; but when the eyes are also impressed,
especially when the thing is presented so excellently, so
properly, and so beautifully, as if all the people were actually
there, it makes an all-powerful impression (XIII, 194).25
This was also believed to be the purpose of literature as Jouvancy states
in his Ratio discendi et docendi:
Poetry (i.e., literature) can be defined as the fine art which
portrays the actions of persons in order to have a positive
influence on morals. . . . It does not only speak to the ear but
at the same time displays the subject matter to the human eye. 26
This double appeal to the senses, of course, best fits the theatre. About
tragedy in particular, he teaches that the main character should not be
some obscure person out of the dark, and that "furthermore he must be
capable of exercising a positive influence on ethical formation."27 The
comedy is also there to teach morals, but to teach the ordinary man,
while the tragedy is to have influence on more important figures, just as
the hero and the action of the tragedy are more important. 28 This view
of the Jesuit dramatist being a missionary and the stage being his pulpit
agrees with the regulation in the Ratio Studiorum of 1591 according to
which all members of the Jesuit order are urged to direct all of their
actions to the promotions of virtues, the avoidance of vices, the imitation
of Christ and the Saints, and the glorification of the triumphing church.
The main hero of the play and with him the spectators are led to
make a decision for or against Christ and his Church. Free will is,
therefore, emphasized concurrently with the great role which emotions
play. The Jesuits always capitalized on free will. The example to make
the decision is given in the action of the hero who is shown struggling
with the decision. He either makes his decision for Christ, sometimes at
the last minute, or else, in accordance with seventeenth-century theological teaching, ends up, like Cenodoxus, in eternal damnation. The
action in the Jesuit play is more important than the personality of the
hero while the Protestant play emphasizes the importance of the hero
himself. Jouvancy writes: "What matters in drama is the action and it
is considered of greater importance than the person. . . . We do not
imitate the persons but the actions of the persons. "29 The hero deciding
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for God and his Church adjusts to happenings in history rather than
making history because he sees God's hand in everything that happens. 30
Dreams, angels, personifications, miming, thunder, lightening, and other
emotion-evoking devices warn and urge the hero, but they do not make
the decision for him. Contrary to the then-popular concept of determinism, he has to work out his own salvation aided by the suggestive
hints which God and his Church give him. The audience likewise is
urged only by the suggestive means of the performance on stage and the
hero's example, but afterwards each individual has to make the decision
for himself.
C. Learning and Sense Perception
Arisotle, Saint Thomas Aquinas, and most scholastics taught that
knowledge is impossible without sense perception. Thus, says Saint
Thomas in his Summa Theologica: "It is natural to man to reach the
immaterial (intellectual truths) through sensible things because all of our
knowledge originates with our senses" (I, 1, 9). While St. Thomas
himself did not advocate non-verbal techniques in moral education--for
he considered language the most effective means--his teaching on sense
perception in acquiring knowledge and also in reaching the supernatural
was nevertheless taken very seriously among scientists as well as theologians. The founder of the Jesuit order, Ignatius of Loyola, who was
educated in Paris and who ordered the Jesuits to follow Aristotle and
Aquinas instead of the Neo-Platonic schools, had based his entire
lgnatian retreat, the Exercitia Spiritualia (Rome, 1548) on the use of the
five senses. Furthermore, the council of Trent in its picture decree of
March 12, 1563, had pointed out the educational importance of pictures,
so that the Jesuits were only following current educational and philosophical convictions in placing great emphasis on sense perception.
Jesuit plays as well as emblem books employing the five senses are
easy to find.31 Emphasis on aural and visual elements is also found in
Baroque liturgy and church decoration. The uneducated churchgoer, who
did not understand the Latin of the Mass, could be moved not only by
the sermon in the vernacular, but also by the pictures, statues, and the
splendor of what he saw.
On the Jesuit stage, likewise, when the hero is judged by God to
enjoy the eternal community of saints in heaven or is to be taken down
to the fires of hell, he is then shown in that state so the audience can see
and hear him there. A stage picture or stage design of heaven and hell
with its emphasis on perspective already had, in itself, an overwhelming
effect of something visionary. For the sake of visualization, Jouvancy
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even condones dancing on stage when he writes:
"We gladly permit dances of the chorus. It is dignified
enjoyment of an educated person and a useful exercise for
youth. After all, such a dance is, so to say, silent poetry which
visualizes through body movements what the actors portray in
words."32
The Jesuits thus tried to be modern in their methods of learning
which again becomes apparent by the fact that high school and college
students are encouraged to accompany their literary creations with
illustrations (Ratio Studiorum, Rethorica rule 18, and Humanities rule
10).

In the search for the most effective method of learning, the image
was most often chosen for its emotional impact. The emphasis on
images corresponds to two parallel philosophical movements which also
emphasized the visual. These movements were Neo-Platonism and
Nominalism. 33 In Renaissance Neo-Platonism, which maintained Plato's
realism of ideas, all visual images were regarded as reflections of our
ideas or concepts which, according to the Neo-Platonists, had a real and
independent existence. Histories of philosophy thus call the NeoPlatonists Realists because of their belief in the "real" existence of ideas.
In other words "tree as such" exists. Individual objects, however, such
as the particular tree which we see, are, for this "Realist," mere images
of the idea "tree as such." In fact, the whole world is seen as a reflection of eternal, divine, and real ideas.34 The Neo-Platonist thus emphasizes the visual, anything which the senses can perceive, as an image of
the real and eternal which is invisible and ultimately divine. All appearances in the world around us have a higher referent and are symbols.
Images were therefore important means of revelation. This symbolic
view of the world leads the way to Pantheism.
Proceeding from Aristotle and supported by the extremists Roscellinus of Compiegne and William of Ockham, a new movement took over
at the waning of the Middle Ages: Nominalism. While most medieval
thinkers could be called moderate Realists or moderate Nominalists, these
thinkers, like most philosophers today, attributed real independent
existence solely to the individual objects which the senses can perceive
and not to ideas and concepts. This did not apply to the supernatural,
though. Instead of making the existence of visible objects totally
dependent on concepts, concepts were now considered to be totally
dependent on visible objects. Concepts were considered mere labels
which we affix to individual objects in order to be able to categorize

them. These labels are called nomina, from which the name Nominalism
comes. They only exist in man's brain. There is no such thing as a
"tree as such" in reality. Only objects subject to sense perception
(besides the divine realm, of course) really exist and are the only things
that matter, said the Nominalist. As far as the acquisition of knowledge
is concerned, they, therefore, went as far as to say that there is nothing
in our minds which did not enter through the senses which perceive
reality. One could, therefore, compare the Nominalist to a camera which
receives messages from the outside onto a blank film, whereas the NeoPlatonist could be compared to a slide projector which projects ideas, or
innate knowledge, from within. Thus the pendulum swings from the
extreme of Realism of innate ideas to the other extreme, leaving
Thomism in the middle of the two extremes. 35
It becomes apparent that both movements concentrate on the object,
be it considered image or reality. The realist does so because all objects
are meaningful as reflections of eternal ideas, the Nominalist because
visible objects are the only reality. Both lead to an emphasis on the
image and its perception. At the end of the Middle Ages, Nominalism
overshadowed Realism of Ideas in a long struggle, and the Universities
of Paris, Heidelberg, Vienna, Prague, and Erfurt became the radiant
centers of this way of thinking until ideas (i.e., concepts) were made
absolute again in Fichte's philosophy of Idealism. While this writer was
unable to find conclusive proofs in the form of contemporary statements
linking this philosophical emphasis on the visual to the Jesuit theatre, it
would be at the same time unthinkable that the Jesuit playwrights, who
were such outstanding scholars in philosophy, theology, and the sciences
in seventeenth century Europe, would have been untouched by it. As far
as the urge to visualize and to use pictures in particular is concerned, all
the way from the Middle Ages to its exaggeration in the Baroque, both
philosophical movements may thus have had their input, Nominalism
more than Realism as we move away from the Middle Ages. There is
one aim which both have in common, though: the desire to explore the
mysterious laws of the Microcosm and the Macrocosm.
D. The Desire to Explore the Mysterious
Renaissance Neo-Platonism also had contributed to the urge to
explore the unknown and mysterious. One might point out the numerous
allegories and other mysterious pictures in illustrated books, especially
emblem books, and the frequent use of the zodiac in these illustrations
and on the title pages. During and already before the time of the Jesuit
theatre, Europeans show a profound interest in astrology, alchemy, and
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witchcraft. The great figure of Don Quixote in Spain, Germany's historical and yet so mysterious Johann Faustus, and the Swiss doctor, magician and nature-mystic Paracelsus, with the Baroque-sounding name
Theophrastus Bombastus von Hohenheim, who throughout his life tried
to decipher the mysteries of nature, are perfect examples of this urge to
gain insight into the unknown.
One thinks of scenes like Don Quixote's entering a deep mysterious
cave, and after staying there for a couple of hours, claiming to have been
fortunate enough to see in that cave all the unknown mysteries of this
world, refusing though to share them with his companions (Book II,
chapter 22). Be it the nature-mysticism and magic of Paracelsus, the
astrology and cabalism of Reuchlin and Agrippa of Nettesheim, the
astrology of the famous General Wallenstein who, during the Thirty
Years' War, based his decisions of whether to enter into battle on the
position of the stars, Jacob Bohme's all-embracing Pansophy, or be it the
effort of the Jesuit playwright to allow a whole audience an illusionary
glimpse into the afterworld of heaven and hell through clever technical
stage effects, they all remind us of Faust, who calls the Earth-Spirit in
order to gain and provide insights into the world of the occult and to
conquer hidden powers. 36 Man, this Microcosmos, sought to gain understanding of the mysterious Macrocosmos. It was this atmosphere of
mystery which was to be found on the Jesuit stage, which accounts
partially for its almost unbelievable success. The emphasis on the study
of science contributed to the most clever stage engineering of the time.
In meeting the public's desire for knowledge about the world of the
unknown, the Jesuit playwrights proved to be clever psychologists of
their time. Thus, technical craftsmanship aided both the mysterious and
the spectacular stage elements, with most emphasis on the latter.

and memory were aided by the audio-visual, and motivation was
achieved by the hero's example, his decision, and the consequences. All
learning was seen as being dependent on sense perception.
Whether it was the language barrier in the Latin play or the missionary zeal of evangelism trying to find the most effective pedagogical
tricks or the Scholastic philosophy of learning, in any case, it was the
basic human desire to communicate thoughts that one considered important enough, matters which were believed to decide the eternal fate of the
individual, which prompted the Jesuit stage to go as far as it did in
appealing to the senses.
More than a century later, Johann Wolfgang von Goethe is still
fascinated by some essential features of Jesuit theatre when evaluating
a play which he saw in Regensburg. Under the date of September 3,
1786, he writes in his Italienische Reise:
This public performance has convinced me anew of the
cleverness of the Jesuits. They would not reject anything which
could be somehow effective, and they knew how to utilize it
with love and attention. In this case it is not cleverness in
abstraction, but there is joy in the project, a fruitful participation
and self-enjoyment just as it flows from daily life. As this great
society counts among its members organ builders, wood carvers,
and gilders, it certainly has also some who devote themselves
with knowledge and love to the theatre; and as their church
buildings distinguish themselves through appealing splendor,
here too, do these wise men gain control over worldly pleasure
through a decent theatre.37
FOOTNOTES

III. Conclusion
Drama itself very often becomes polemic. As an example, one could
site Heinrich Kielmann's Tetzelocramia (1617) which defames the
indulgent preacher Tetzel by putting the bragging statement into his
mouth that he could grant an indulgence even to someone who got the
Blessed Mother pregnant. Between acts, the chorus describes sexual
scandals of the Catholic clergy. In this type of play, the truth was not
given preference over slander. On Heinrich Kielmann (1581-1649) see
Allgemeine Deutsche Biographie.
2The most popular edition was the later translation by Joachim Meichel,
Cenodoxus I Der Doktor von ParijJ. Ein sehr schone Comedi I von
einem verdambten Doktor zu ParijJ I durch dessen schrockliches Exempel
S. Bruno den Carthduser Orden angefangen. Sehr lustig und annemblich
1

Since the audio-visual is what counts, everything important has to be
shown on stage. By doing so, the Jesuits, more than others, went far
overboard for the taste of later centuries. We should, however, keep in
mind what E. Tillyard writes in the foreword to Rosemary Freeman's
English Emblem Books (New York, 2nd ed. 1966): "We anthologize the
literature of the time to suit our tastes rather than guide our reading by
what were then thought the masterpieces." Exaggerated visualization on
stage was not only what the spectators, wanted; it was designed to spur
the imagination and to make the picture stay. In the life of Saint
Ignatius all great moments were tied in with images and visions. In
addition to this the Jesuit stage tried to reach heart and soul. Imagination
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r
I darneben auch erschrocklich I und dahero sonderlich zu diser Zeit gar
nutzlich zu lesen . ... Getruckt zu Munchen bey Cornelio Leysserio ..
. M.DC.XXXV.
3See also Willi Flemming, Das Ordensdrama (Leipzig, 1930), p. 22,
and Hans Knudsen, Deutsche Theatregeschichte (Kroner: Stuttgart,
1959), p. 13lff.
4 See Heinz Kindermann, Theatregeschichte Europas (Salzburg, 1959)
III, 477; and Bernhard Duhr, Geschichte der Jesuiten in den Uindem
deutscher Zunge (Freiburg, 1913) II, 663-4; and Johannes Janssen,
History of the German People, (London, 1909), XIII, pp. 194-195.
51n Germany and Austria, the audience was often given a printed
summary of the plot in German, a playbill which they called Periochae.
These were not meant to be interpretations.
6 For a very good discussion of Lang's Dissertatio, see Ronald G. Engle,
"Lang's Discourse on Stage Movement," Educational Theatre Journal,
XXII, No. 2, (May, 1970), pp. 179-187.
7Concerning the visualization of mythological figures and abstract
concepts on stage and in illustarted books, the Jesuit Jakob Masen (16061681) established many rules and definitions in his 1120-page book
Speculum imaginum veritatus occultae .. . (Cologne, 1650) which served
as a source for Franciscus Lang's Dissertatio de actione scenica.
Personifications were not unique to the Jesuit theatre. The Benedictine
Simon Rettenbacher (l 634-1706), professor and stage director at the
University of Salzburg, has 33 personifications in his play Demitrius
( 1672), among them fraud, love, hatred, happiness, fortune, the sunflower, and of course death.
8This had already been overdone in the sixteenth century market place
performance of the Jesuit play Ester, in which 1700 persons are supposed
to have participated in solemn processions. The production of Ester with
diagrams is described by Willi Flemming in Geschichte des Jesuitentheatres in den Landen deutscher Zunge (Schriften der Gesellschaft fiir
Theatregeschichte, XXXII, Berlin, 1923), pp. xv, xvi, 20ff and 278ff.
Concerning Jesuit plays which lasted as long as half a day, see Duhr, II,
I, p. 659.
9For illustrations of perspective on the Baroque stage, as it spread from
Italy to Vienna and Germany, see Allardyce Nicol, The Development of
the Theatre, fifth rev. ed. (New York, 1966), pp. 111-145, esp. Fig. 135
and 136. Some of the Jesuit stages tried to be almost as elaborate in
perspective and design. About Jesuit stage forms and perspective on
stage in general, see also George R. Kernolde, From Art to Theatre:
Form and Convention in the Renaissance (Univ. of Chicago Press,
Chicago, 1944) pp. 164-167 and 188-200.
20

1°R.eneFulop-Miller, in Macht und Geheimnis der Jesuiten, Eine
Kultur- und Geistesgeschichte, (Miinchen, 1951), p. 512: thinks that ~ne
Son for incorporating ballet and other forms of dance mto the cumcurea
fhJ
•
lum for the sons of the nobility was the fear on the par: o t e . esmt
educators that the princes, while learning the art of dancmg outside of
their schools, might come under bad and worldly influences.
11The German theatre actually originated in two different places.
Besides liturgical performances, there were pagan ritual processions with
a colorful display of costumes and dancing which later may have merged
with the liturgical play in the market place. Opinions on the subject
differ.
12Mytranslation from the German in Der Jesuiten Sacchini, Juventius
und Kropf Erliiuterungsschriften zur Studienordnung der GeseUschaft
Jesu, transl. by J. Stier, R. Schwickerath, F. Zorell (Freiburg, 1898), p.
251. Further down quoted as Erliiuterungsschriften zur Studienordnung.
It became the guideline for all Jesuit secondary education in Europe.
13Among the early authors, one would mention Jakob Spannmiiller,
usually called Pontanus (1542-1626), who composed early Latin clas~room dialogues, and Jakob Gretser (1562-1626), who excelled also m
impressive outside performances. Furthermore, Ja~ob Bide~ann's
instructor, Mathias Rader (1561-1634). A complete hst of Jesmt playwrights and theatre critics can be found in Johannes Muller, S.J., D~s
Jesuitendrama in den Liindern deutscher Zunge vom Anfang (1555) bzs
zum Hochbarock (1665), II, (Augsburg, 1930), pp. 38-39. He includes
eighteenth-century playwrights. A more recent--and probab!y the ?est-survey of Jesuit drama, including a bibliography acc. to Jesmt provmces,
was furnished by Richard G. Dimler: "A Geographic and Genetic
Survey of Jesuit drama in German-Speaking Territories 1555-1602,"
Archivum Historicum Societatus Jesu, XLIII (1974), pp. 133-46.
14The Jesuit plays do not appear to be as polemic as their Protestant
forerunners and could, as far as they were polemic, be seen as an answer
to attacks from the other side. See also Fiilop-Miller, p. 505.
15Many details can be found in the most extensive work on Jesuit
Theatre by Elida Maria Szarota in Das Jesuitendrama (Munich 1979).
16Good summaries and analyses of Jesuit education are F. Charmot,
S.J., La Pedagogie des Jesuites, Ses principes, Son actualite (Paris,
1943), and Edward A. Fitzpatrick (ed.), St. Ignatius and the Ratio
Studiorum (New York, 1933).
17EJida Maria Szarota, op. cit., has a different arrangement of content
by periods: I. Plays before the Thirty Years' War (before 1618) were
written as part of the Counter Reformation; II. Plays during the war
(1618-1648) were under the influence of the war; III. Plays written
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between 1674 and 1700 dealt with education, marriage, and the dangers
from the Turks; IV. The years 1700-1735 saw many worldly elements
enter the plays; V, From 1735 on Humanism, Patriotism, and the
Enlightment played a great role, Nevertheless, the three themes of
morals, man's life, and eternity can be found in all five periods,
181 have given an introduction to Jesuit emblem books in my doctoral
dissertation "Der Emblematiker Jeremias Drexel, S.J. (1581-1638), Mit
einer Einfohrung in die Jesuitenemblematik und einer Bibliographie der
Jesuitenemblembiicher" (Ann Arbor: University Microfilms, 1970). My
bibliography of some 260 Jesuit emblem books, the most extensive at the
time, was later augmented and completed in a series of articles by G.
Richard Dimler, S.J., in Archivum Historicum Societatis Jesu XLV
(1976), 129-138; XLVI (1977), 377-387; and XLVII (1978), 240-250.
He sorts emblem books in the German, Belgian, and French countries,
according to Jesuit provinces, topography, and themes. Albrecht Schone
in Emblematik und Drama im Zeitalter des Barock (Munich 1964 and
1968) does not include Jesuit Drama. The use of emblems during theatre
performances in the Jesuit schools deserves further research.
19Robert Schwickerath, S.J.,Jesuit Education, its History and Principles
Viewed in the Light of Modern Educational Problems (St. Louis, 1903),
pp. 169-70.
2°Lewin Brecht belonged to the Franciscan order of Friars Minor. For
the public performance in Prague in 1560, they used a German translation by the Jesuit Paul Hoffaeus. According to Schwickerath, p. 169,
the play would have been repeated more often, had the Jesuit superior
not put a stop to it, arguing that it was not the order's prime function to
put on shows.
21The play was based on a legend about St. Bruno, who was believed
to have had a similar experience in 1082 in Paris, after which he and his
companions retreated and started the order of the Carthusians. The effect
on the nobility is described in the Foreword to the edition of Bidermann 's work, Ludi theatrales sacri (Munich, 1666). According to this,
the audience was kept in stitches because of the interjected comical
scenes and nevertheless was moved to conversion. See also Duhr, II, 1,
pp. 694-695.
22 For bibliographical information on Bidermann's editions, consult
Carlos Sommervogel, S.J., Bibliotheque de la Compagnie de Jesus
(Bruxelles-Paris, 1890-1909), I, 1443-1456.
23ln their tragedies the Jesuits followed Aristotle in everything except
that the exemplary hero had to be a model without guilt, and the guilty
one was not a model. But since the spectator can most easily identify
with the non-exemplary hero, he, too, evoked a feeling of compassion

which may not have been intended by the author. The German Jesuit
Jakob Masen in Palestra eloquentiae ligatae, 2nd ed. (Cologne, 1664),
m, gives us the details. He insists on unity of action but not on unity
of time and place, thus interpreting Aristotle more correctly than the
French and quite in conformity with Lessing' s view later on. Excerpts
of his Latin text can be found in Flemming, Das Ordensdrama, p. 37ff.
The various theoreticians among the Jesuits, like Pontanus, Masen, Le
Jaye, Jouvancy, and Lang, are not in agreement about details, except in
one point: the performance must be impressive for the eyes of the spectators. Lang in his Dissertatio differs very much from his French counterparts Le Jay and Jouvancy in that he advocates more freedom from the
strict rules of the ancients. A list of the 15 theoreticians and their work
can be found in Johannes Muller's Das Jesuitendrama, Vol. II, p. 39.
24 Cf. Duhr II, 1, p. 701.
25 Transl. from the German by AM. Christie (London, 1909).
26My translation from the German in Erliiuterungsschriften zur
Studienordnung, p. 251.
21/bid., p. 255.
28/bid., p. 256. The rule that famous personalities are to be the figures
in a tragedy, while the ordinary man is to be portrayed in the comedy,
is also stressed by Lope de Vega (1562-1635) in Spain, in the Arte nuevo
de hacer comedias en este tiempo (Madrid, 1609) and it is later again
stressed by the German rationalist and classicist Johann Christoph
Gottsched (1700-1766).
29Ibid., p. 256.
3°Cf.ibid., p. 257 and Flemming, Das Ordensdrama, p. 10.
31The Jesuit playwright Jakob Balde (1603-1668) emphasized this by
creating the unpublished play "XPO IESU DEO NOSTRO" with 66
emblems, probably with the help of his students. The complete title, in
horrible Latin, reads: "XPO IESU DEO NOSTRO, nobis dato, nobis
nato, paruo optimo, parue maximo, absq; patre homimi, absq; matre
aeterni Patris filio, Redemptori liberaliBimo hanc operam suam D: D: D:
Poetae Oenipotenti Anno MDCLXXV." The manuscript can be found
at the Bavarian State Library, Cod. Monac. lat. 272713 / Ill. For comments see Gottfried Kirchner, Fortuna in Dichtung and Emblematik des
Barock. Tradition and Bedeutungswandel eines Motivs (Stuttgart, 1970),
p. 33-36 and 185, No. 41. In his emblem book Urania Victrix (Munich,
1663) Balde appeals to all five senses. Jeremias Drexel (1581-1638)
playwright, Emblematist, and Balde's predecessor as court preacher in
Munich, employed pictures of the five senses in his descriptions of hell
and heaven in Infernus Damnatorum (Munich, 1631) and De Aeternitate
Considerationes (Munich, 1620). The Spanish Jesuit Lorenzo Ortis
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(1632-1690) explains how to use the five senses in the realm of politics
and morals in Ver, Dir, Oler, Custar, Tocar (Lyon, 1687). For a description of the employment of the five senses see my dissertation pp.
258-270. See also pp. 199-205 and 239-244.
32 Erlauterungsschriften zur Studienordnung, p. 258. It is not surprising
to see that among the 110 works of the French Jesuit Claude Fran~ois
Menestrier, who wrote about nearly everything under the sun, there is a
work on dancing called Des ballets anciens et modernes (Paris, 1682)
even though objections were heard from Parisian Jesuits against dancing
on the Jesuit stage. See also ch. VII, "Jesuitenoper und Jesuitenballet"
in Rene Fulp-Miller's Macht und Geheimnis der Jesuiten (Berlin, 1929,
1932, and Munich 1951).
33A good explanation of the two movements of Realism and Nominalism can be found in Meyrick H. Carre, Realists and Nominalists
(Oxford University Press, 1946).
34The Flemish monk, Alanus de Insulis (1202) had already expressed
this in the first stanza of one of his poems which reads:
Omnis mundi creatura
Quasi liber et pictura
Nobis est et speculum.
[The entire creation in this world is to us a book, a picture, and a mirror.] From: J.P. Migne, A/anus de Insulis Doctoris Universalis Opera
Omnia. Series Latina, CCX (1855) p. 579.
35Under the influence of this philosophy, this "Homo Novus" began
now to study what he considered real, the experimentable, and so he
studied and developed science as never before in history. It turns out
that only Nominalists made important progress in natural sciences as
demonstrated by Gerhard Ritter in Studien zur Spatscholastik, Vol. II:
Via Antiqua und Via Modema auf den deutschen Universitiiten des XV.
Jahrhunderts (Heidelberg, 1922). There are many Jesuits who excelled
in natural sciences in the sixteenth and seventeenth centuries. I already
pointed out that St. Ignatius, educated in Paris, ordered the Jesuits to
follow Aristotle and Aquinas in favor of Neo-Platonic schools. The new
scientists who emerged with the waning of the Middle Ages experimented with the individual objects in order to arrive at the laws of nature and
to draw conclusions about the supernatural. They thus introduced the
scientific method of induction, while the other group still held on to the
deductive method which anticipates eternal laws as self-evident or
revealed by God and then looks around in nature to find evidence for it.
The clash between the two schools came to light in the conflict between
24 Sense Perception

the Roman Curia and Galileo Galilei because Galilei had subscribed to
the new philosophy and inductive method, had through experiments
found new laws of nature while the Church in Rome still held on to the
old method. Rene Ftilop-Miller, op. cit. shows in Ch. VII, under "Die
Katholitzitlit des Denkens" and "Die Jesuiten und Galilei" that the Jesuits
basically followed the principle of Galilei' s method. Their disagreements
with Galilei were unrelated to his inductive method and rather personal
in nature.
36See A. Koyre, Mystiques, spirituels, alchimistes du XVI' siecle
allemand (1955) and Johannes Hirschberger, Geschichte der Philosophie,
3rd ed. (Freiburg, 1958), II, pp. 19-33.
37My translation from the Hamburger edition of 1964, XI, pp. 10-11.
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THE LAMP OF LEARNING LIT:
IMMIGRANT EDUCATION AT HULL HOUSE 1889-1899
by Charles Titus
The east side of south Halstead Street offers a splendid view of one
of Chicago's best known landmarks of the Progressive era. The city sky
arches overhead, and the white painted facia and classic Corinthian
columns of Hull House gleam in the morning light. The old mansion's
two-story, brick exterior is striped with irregular shadows cast by the
bare trunks and branches of small trees which grow in what was once a
front lawn but is today only a thin ribbon of grass next to a broad
cement sidewalk. A few feet from the walk heavy traffic moves along
South Halstead Street's four busy lanes.
The building's copper roof is glazed with a patina of green. The tall
windows, with their gracefully rounded arches, reflect the rays of the
rising sun. Black, double front doors seem to offer a welcome. There is
an elegant, genteel air about the place, strange, but not unpleasantly so,
amidst the hustle and bustle of a giant city. 1
It was here, just over a century ago, on Wednesday, September 18,
1889, that Jane Addams and Ellen Starr began the first settlement house
in Chicago. 2 It was from this rundown old home in one of the worst
immigrant slums in the city, that Addams and Starr shared with the
bewildered, the dispossessed, the frightened and the heavily burdened the
education and reform which was so sadly lacking among the foreign
poor.
Hull House provided many activities for its immigrant neighbors,
including an extensive educational program. This essay will focus on
that program with two questions in mind: 1) What in general were the
dimensions of the educational efforts at Hull House between 1889 and
1899? and 2) Did the program, like much of public education then, try
to "homogenize" and "assimilate" its immigrant participants into the prevailing American culture?
Chicago in the autumn of 1889 was the second largest metropolis in
the nation. In it lived, the Census of 1890 would reveal, some 1,099,850
people, next only to the 1,515,301 inhabitants of New York City.3 With
its modern transit system, impressive architecture, and astonishing
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growth, Chicago was a city with a bright, glowing future.4
But only a few blocks west of the city's throbbing center stood
another Chicago composed of a large number of the 856,754 immigrants
and their children, who, the census report said, made up 77 .9 percent of
the city's inhabitants.5 Here, crowded into the squalid foulness of small,
decaying frame cottages and the tumbledown rear tenements of the
Halstead Street neighborhood, were many of the 78,752 persons ten years
of age and older who could speak no English.6 Here lived the Poles,
Russians, Italians, Greeks, and Bohemians who formed the human raw
material of the city's industrial capitalism.7 Here was the immigrant's
Chicago.
It was in the midst of this teeming, sweating, struggling clot of
humanity that Addams and Starr, young, attractive, and college educated,
began one of the most remarkable undertakings in Chicago's history.8
Education at Hull House

When Addams, 29, and Starr, 30, moved into the bleak expanses of
Chicago's slums on that long ago September day, they had, as Addams
maintained throughout her life, no structured idea, no clearly planned
program of reform, no "preconceived social theories or economic views"
as they began their work with the poor.9
But among other activities the lamp of learning was lit early by the
two idealistic young women at Hull House. The first organized program
there was a kindergarten, established for 24 youngsters of several working mothers from the neighborhood.10 The kindergarten's volunteer
teacher was Jenny Dow, a vivacious young woman with Gibson Girl
good looks, who commuted daily to Hull House from her wealthy
parents' north side home. Held in the mansion's ornate and spacious
first floor drawing room, the kindergarten, wrote Addams, "furnished a
veritable illustration of Victor Hugo's definition of heaven-- 'a place
where parents are always young and children are always little' ."11
Other academic efforts quickly followed. "In the very first weeks of
our residence Miss Starr started a reading group which discussed George
Eliot's 'Romola,"' Addams related later. The program "was attended
by a group of young women who followed the tale with unflagging interest." 12 Soon after, an elderly lady who had once lived at Brook Farm
presented a series of five readings on Hawthorne.13 Boys' clubs, lectures, sewing classes, and art talks and exhibits were soon common at
Hull House. "Miss Trowbridge comes ... and has a club of little girls,"
Addams wrote her sister, Alice, just three weeks after she and Starr had
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moved into the gracious old home. "We have two boys' clubs every
Tuesday evening. Miss Starr has hers downstairs and mine are (.fil£)in
the dining room." 14
By the spring of 1890 the somewhat unorganized welter of discussion groups and lectures of those first exciting days at Hull House had
been channeled into a carefully arranged schedule of classes presented
by volunteer teachers. Nora Marks, a writer for the Chicago Tribune,
visited Hull House in mid-May of that year. She detailed the range of
learning activities occurring at the settlement: "From 9 to 12 a kindergarten under the direction of Miss Dow is held in the long drawing room.
. . . In the afternoon ... the hall is devoted to the use of various clubs
and classes... "15
The rest of the week was equally crowded. Well-known figures such
as the muckraker Henry Demarest Lloyd gave lectures while other
speakers presented "talks for women on physiology and hygiene and how
to raise healthy children... " On Friday, Marks found that the "playroom
was full; ... a cooking class was turning out eggs in every style in the
kitchen; ... a heap of sand kept half-a-dozen diligent pie makers busy.
The long porch was filled with children who were arranging violets and
buttercups into bouquets." 16
Mary Lloyd, at Hull House three months later, saw "classes in
singing, drawing, embroidery, rhetoric, geology, and German... " which
"occupied the earlier part of the evening, and later there was a German
reception. One afternoon was reserved for Italian children alone. . .
conferences in Italian on hygiene and other subjects are given by Italian
teachers, and then follows a reception for Italians." 17
The settlement also offered college extension classes. The Hull
House College Extension Plan for the ten-week period beginning Monday, October 13, 1890, lists classes in the history of art, Greek, writing,
Latin, Shakespeare, mechanical drawing, and 11 other subjects.18 After
1892, extension courses were available from the newly established
University of Chicago, whose castellated gray stone buildings were rising
to the southeast of Hull House.
By the mid 1890s, Hull House had changed vastly. The old mansion
was almost surrounded by the cluster of new buildings which now
housed the settlement.19 The range of educational offerings had greatly
increased as well. The first Hull House Bulletin, published in 1896,
reflects the growth that had taken place. There were courses on Dante
and Browning; in arithmetic and algebra; in German, Italian, and French.
Offered also were art history, elementary lessons in electricity and
magnetism, and lectures on "Russian Prisons and Siberian Exile: A
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Personal Experience," and "The Economic, Social and Political Conditions in Italy from I 815 to 1850."20
By 1899, 23 advanced classes, a university extension class, seven
secondary classes, and eight technical and vocational classes as well as
gymnastics classes were offered for the ten-week period between January
9 and March 20.21 The classes were taught now not only by several
young Hull House residents and volunteer college men and women but
by university professors as well. John Dewey, a close friend of Addams,
was, for example, a frequent visitor and lecturer.22 Such, then, was the
complexion of education at Hull House during the first decade of the
settlement's existence.
Immigrants and Americanization

As Addams and Starr were shaping and directing this expanding
"settlement as school" in the grimness of Chicago's slums, hundreds of
thousands of immigrants continued to stream into many cities of America. It was, in the twilight of the nineteenth century, the predominate
belief among the administrative reformers who were largely the policy
makers of American education that the immigrants be "Americanized,"
that they be "homogenized" and "assimilated" into the American culture.
It has been convincingly argued that those at Hull House (and at some
other settlement houses as well) acceded to this belief as a long term
goal and pursued policies to achieve it. However, the educational program undertaken at Hull House in its first decade did not in general seem
to openly conform to this predominant view.23
Without question Addams and Starr recognized the immigrants' need
to obtain what David Tyack has called the "common competence" of
being able to "manipulate language and numbers, to follow clock time,
to fill out forms, and thread bureaucratic processes." 24 They understood,
too, the necessity of practical vocational education which would help the
immigrants as they entered the swirling vortex of the industrial world of
Chicago. They knew of the want of English and hygiene.
But just as surely they clearly fathomed, unlike many of the school
reformers of the era, the need to recognize and preserve the native
cultures and traditions of their immigrant clientele. They knew from first
hand experience, as George Cary White has written, that in immigrant
neighborhoods the "public schools were remote from the indigenous life
of the area, and functioned as outposts of the dominant culture ... " while
even religion as dispensed by largely "Protestant churches alienated the
great mass of immigrants by a misdirected Protestant zeal. "25
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Many of the broadly educative activities held at Hull House reflect
the settlement's respect for immigrant customs. "One of our earliest
I:alian events was a rousing commemoration of Garibaldi's birthday, and
his imposing bust, presented that evening, was long the chief ornament
of our front hall," Addams recalled years later.26 "One thing," she wrote,
"seemed clear in regard to entertaining these foreigners: to preserve and
keep for them whatever of value their past life contained and to bring
them in contact with a better type of American. "27
The honor accorded the immigrants' backgrounds also made its way
into the more formal educational program at the settlement. Addams
described the music school held at Hull House, where the immigrant
children were taught from their first lessons "to compose and to reduce
to order the musical suggestions which may come to them and in this
wise the school has sometimes been able to recover the songs of the
immigrants through their children. "28
Writing of a meeting of Greeks at Hull House, Addams told how
"... one felt a curious sense of the possibility of transplanting to new
and crude Chicago some of the traditions of Athens itself ... " and how
she believed "... that our American citizenship might be built without
disturbing those [European] foundations which were laid of old time." 29
Though American citizenship would be built by the educational programs
at Hull House, it would clearly be built, as Melvin G. Holli has observed,
"through the matrix of an Old World culture." 30
In 1897, 16 years before the United States Commissioner of Education commented that the educators of America, in dealing with immigrant
pupils, should "... respect their ideas and preserve and strengthen all of
the best of their Old World life they bring with them," Jane Addams had
cautioned the National Education Association of the dangers of "Americanization. "31 Such efforts, Addams warned, caused immigrant children
to have "contempt for the experiences and languages of their parents ... "32
It appears then that Jane Addams and Ellen Starr and their associates
at Hull House tried to avoid contributing to that contempt. They and the
other idealistic people who "settled" in the grim reaches of the Near
West Side minimized in their teaching activities, at least during Hull
House's first decade, the enculturation of their immigrant students. Hull
House served through its educational offerings, just as it did with its
other programs, as an oasis of affection and respect and hope for the
immigrants who inhabited the settlement's neighborhood.
Jane Addams' office in the southwest corner room on the second
story of the old mansion is no longer open to the public. Until it was
closed a few years ago, however, it appeared much as it did when she
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used it in those long past years at Hull House. Standing there a visitor
was struck with the tranquility of the place as the afternoon sunlight from
the room's two tall windows with their rounded tops shone through the
silence and onto Addams' dark walnut desk. Behind the desk was a
painting of a barefoot Tolstoy, clad in a peasant blouse and baggy
trousers, staring sadly from his frame.
On the room's west wall could be seen the honorary degree Addams
received from the University of California shortly before her death in
1935. Its citation, printed in heavy black type, read "Gentle and
irresistable reformer, responsive to human needs, pathfinder for all those
who seek for justice and peace. Messenger of joy to youth. In all your
ways are wisdom and loveliness. You are enthroned in countless hearts."
These words surely capture the image of Jane Addams held by
almost all those she served. But perhaps they are especially true for
those immigrants, young and old, who once stood in dignity and in honor
in the light cast by the lamp of learning at Hull House.
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GARDENS OF REFORM:
URBAN CHARITY KINDERGARTENS AND THE
SETTLEMENT HOUSE MOVEMENT
1870--1910
by Charles Titus
Introduction

The total number admitted in 1889 to all the jails and institutions
in the city [of New York] and on the islands was 138,332. To the
almshouse alone 38,600 were admitted, 9,765 were there to start the new
year with, and 553 were born with the dark shadow of the poorhouse
overhanging their lives, making a total of 48,918 ... The first cost of
maintaining our standing army of paupers, criminals, and sick poor by
direct taxation was last year $7,156,112.94.
--Jacob Riis, How The Other Half Lives, 18901

I
I

I
I

These startling figures published by Jacob Riis in 1890, though they
were gathered in New York, to a large extent reflected conditions in
many major cities in late nineteenth century America. When Riis made
his famous investigations of the slums of New York City in the 1880s,
the United States was in the midst of an unprecedented rush of change.
Though America remained predominantly rural, it was, during the decades which followed the Civil War, being rapidly transformed from a
land of quiet villages and sleepy small towns to an urbanized nation of
crowded industrial cities.
At the root of this change was the rapid emergence of new technology in manufacturing, communication, and transportation. This technological growth, which was occurring more quickly than at any time in the
country's past, fostered an enormous expansion of the industrial capitalism which had appeared earlier in the textile mills of New England and
the iron foundries of Pennyslvania. Developments as disparate as the
refrigerated railroad car, the Bessemer process for manufacturing steel,
the telephone, the elevator, and the typewriter were swiftly modifying the
nature of American society.
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Much of this change first occurred in the cities, particularly in the
east and the midwest. New York, Chicago, Baltimore, Boston, Philadelphia, and St. Louis all became centers of manufacturing and hubs of
transportation. Their polyglot populations included not only Americans
fresh from the farms and villages of rural America but new arrivals from
Europe and the Orient as well.
It was the immigrant, however, who gave the expanding cities their
distinctive flavor. In 1890, for example, Chicago's 850,000 immigrants
and their children made up nearly 80 percent of the city's population. 2
It was the immigrant, turning the wheels of the factory, enduring the
slaughterhouse and the stockyards, and suffering in the sweatshop of the
tenement attic, who was in the most fundamental way the human raw
material of industrial capitalism.
It was the immigrant, too, embodied in data like those cited by Riis,
who posed to many Americans a growing threat to the order and stability
of the nation. Clustered in the foul tenements found in the grimy reaches
of the laboring man's districts of the cities--the Lower East Side in New
York, the Near West Side in Chicago, the South End in Boston--it was
the immigrant who made up the bulk of the urban poor.
Exposed by writers such as Riis and John Spargo, the horrid conditions of the city slums and the unconscionable plight of the millions who
Jived there added to the current of reform which surged across the nation
in the closing decades of the nineteenth century. Though that current
ultimately found its fullest expression in the progressive movement of the
twentieth century, some of its earlier stirrings were seen in two discrete
but closely related urban reform phenomena--the charity kindergarten and
the social settlement house.
Beginning in the 1870s the charity kindergarten appeared in several
American cities. The kindergarten had originally been conceived in
Germany by Friederich Froebe} as a gentle and unthreatening first step
in the education of little children. It was in this context that kindergartens
began in this country. Education in all times and places, however, has
been a way both to uplift and to discipline. By the mid-1870s the
kindergarten had become in the United States largely an avenue of
reform and for some an instrument to be used to· help insure social
stability. It was at first a corollary to and then later a part of a system
of public education which, as Carl Kaestle has observed, had at least
since the two decades preceding the Civil War been perceived as a
barrier against crime, pauperism, and disorder.3 In both forms the
kindergarten, like much ofurban public schooling, was aimed largely at
the sons and daughters of the urban poor.
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A little more than a decade after the kindergarten entered the slums,
social settlement houses, manifestations of yet another reform effort
undertaken to attack the social evils of the time, made their appearance
on the American urban scene. Like the kindergarten's advocates, the
"settlement folk" directed their efforts at improving the terrible conditions
spawned by a burgeoning industrialism.4
The kindergarten movement and the settlement house movement
existed side by side, with similar goals and in many cases parallel philosophies, methods, and techniques. Many settlements quickly created their
own kindergartens, and in some cases free urban kindergartens evolved
into settlements. This essay examines the overarching relationship
between the urban charity kindergartens and the settlement house movement. It inquires into the work of both these institutions among the
urban poor in the years between 1870 and 1910. Two subordinate questions are kept in mind: (1) Why and how did some charity kindergartens
become settlements? and (2) Why did the settlement house founders
choose to incorporate the kindergarten as one of the key programs in
settlement activities?
The Charity Kindergarten and Urban Reform

Gifts and Occupations from Germany
The kindergarten was born in the mind of Friedrich Froebe}, an obscure German schoolmaster, early in the second decade of the nineteenth
century. Although he was the son of a Lutheran minister, Froebe}
eventually discarded what he later called the "stony, oppressive dogmas
of orthodox theology." 5 Still, a mystical religiosity was at the core of
Froebel's being and his idea of God's relationship to the life of man
became evident in his view of children and how they should be educated.6
Froebel attended Johann Pestalozzi's Yverdon Institute, where he was
heavily influenced by Pestalozzian theories. 7 Froebe!, however, went
beyond Pestalozzi's key concept of object teaching to postulate a notion
he termed "Divine Unity." To Froebe!, as Elizabeth Dale Ross has
written, there was an "interconnection of all things in life. God was the
supreme or 'Divine Unity' and the source of all subsequent unity." 8 This
idea was to play a pivotal role in Froebe!' s formulation of the kindergarten ideal.
Historian Michael Steven Shapiro tells us that it was Froebel's belief
that because "all things unfolded their nature according to a divine
prepatterned plan, the key to the puzzle of the education of the child lay
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in discovering the relationship between the child's outer and inner
worlds ... To Froebe!, education was simply the process of 'leading the
child to a clear self-conciousness of the inner laws of Divine Unity and
in teaching him the ways and means thereto."' 9
The path to "Divine Unity" in Froebel's view lay in a new place of
schooling he called the child garden. Gone were the rigidity, conformity,
and harshness so characteristic of the conventional German school. In
their place was the calm and gentle environment of a spacious room
containing growing plants and animals with child-sized desks and colorful pictures on the walls. Under the tutelage of a trained teacher, the
child's education progressed naturally through stages between the ages
of three and six. Reading and writing had no place in Froebel's kindergarten. Instead, through the use of brightly colored, geometricallyshaped toys which Froebe] called "gifts" and by means of a series of
delightful activities he termed "occupations," the "physical, cognitive and
social development of the child were related in an elaborate pedagogical
program ... ,'10
The kindergarten movement in Germany was crushed by Prussian
authorities as subversive during the turmoil created by the Revolutions
of 1848.11 The concept, however, was carried to the United States by a
number of German immigrants who fled their homeland between 1848
and 1872.
On American soil the kindergarten flourished as it never had in Germany. The first kindergarten in America was opened by Margarethe
Schurz, the wife of the famous reformer Carl Schurz, in Watertown,
Wisconsin, in 1855.12 Other private kindergartens were established,
mostly by German-Americans, in several other cities, including New
York, Columbus, Hoboken, Louisville, Detroit, and Milwaukee.
The kindergarten movement received some of its earliest support
from Elizabeth Palmer Peabody. A Boston schoolteacher who was a
friend of such luminaries as Horace Mann and Nathaniel Hawthorne, she
was introduced to the kindergarten concept by Margarethe Schurz.
Peabody opened her own kindergarten in 1860 and later urged William
T. Harris, superintendent of the St. Louis public schools, to establish a
public kindergarten there. 13 Through her journal, The Kindergarten
Messenger, she became an untiring advocate of Froebelian concepts.
The United States Centennial Exposition in Philadelphia in 1876
"marked an epoch in the advancement of the kindergarten movement." 14
It was after the exposure of thousands of visitors to the kindergarten
through exhibits at the exposition, Michael Steven Shapiro contends, that
Americans began "to apply Froebel's educational thought to the educa-

42

Gardens of Reform

tional problems of an industrial civilization. No concern would receive
more attention from kindergartners than did the plight of the urban
child." 15
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Outposts of Urban Reform
This new awareness of the city slum soon combined with a growing
sense of unease generated by the increasing numbers of the immigrant
poor to initiate a fundamental shift in the purpose of the kindergarten.
Historian David Tyack has described how, after 1850, nineteeth century
educators were increasingly concerned with what he terms the "aggregate
social and political functions of schooling." Schoolmen saw everywhere,
Tyack says, "threats to the fabric of society, the authority of the state:
mobs and violence; corruption and radical ideas in politics; vice and
immorality as village constraints broke down; immigrants who refused
to become assimilated; conflict between labor and capital; and highly
visible crime, poverty and disease." 16
These same fears, along with a genuine sympathy for the down-trodden, the dispossessed, and the poor, hastened the employment of the
charity kindergarten by elite reformers as an instrument of urban reform.
The kindergarten was adopted by a wide range of reform agencies,
including volunteer associations, temperance organizations, and churches,
to serve as a bulwark against what was perceived as a growing tide of
immorality, ignorance, and crime, particularly in America's cities. This
new purpose of the kindergarten is clearly reflected in the words of an
1880 committee report to the American Social Science Association by
William T. Harris, Henry Barnard, and Emily Talbot:
From the fact that social science seeks to discover the sources of evil
in civilization, and the best methods of eradicating those evils, it is
interested in any device that will reach the proletariat and neutralize
the seeds of perverseness and crime in their earliest growths. No
device promises fairer results in this direction than the Kindergarten.
If the children of the vicious and improvident can be trained from the
age of three years in the Kindergartens, they will be saved for constructive work in our civilization, instead of drifting into our penal
institutions. 17

I
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The growing awareness of conditions in the poverty stricken regions
of the cities led to the establishment of a number of charity kindergartens
in the slums. There the children of the poor found a brief respite from
the oppressive environment of the tenement. The first charity kinder-
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garten was opened in I 870 in College Point, New York, and another
followed in Florence, Massachusetts, in 1874.18 Boston was a leading
site of this new effort at reform. In the late 1870s and 1880s 31 free
kindergartens were established there by Pauline Agassiz Shaw. 19
The work carried on by the charity kindergarten in its new calling as
an outpost of decency in what Riis called the "nurseries of pauperism
and crime,"20 often resembled that of the settlement houses which followed them into the slums in the late 1880s. In their attempts to socialize the children of the urban poor, the kindergarteners soon expanded
their concerns beyond the classroom. Like the settlement workers who
came later, they applied their efforts, if obliquely, not only to children
but to the homes, families, and neighborhoods of their charges as well.
Mothers became of prime interest to kindergarten workers, for the
belief was strong that the ignorance, "incompetent motherhood," and
neglect found in the immigrant tenement were at the root of many of
society's problems. "So the kindergarten," Riis wrote in 1892, "reaches
directly into the home, too, and thither follows the teacher, if she is the
right kind, with encouragement and advice that is not lost either. No
door is barred against her who comes in the children's name. In the
truest and best sense she is a missionary to the poor. "21 Hamilton Mabie,
writing in Harper's Monthly Magazine in 1905, observed that "... no
small part of the work of the kindergartener is the service she renders the
mothers of her little group. She knows them all; visits them in their
homes, and is their friend in any time of need or trouble; brings them
together in mothers' classes and as a companion, rather than a teacher,
gives them suggestions and methods of more wholesome living. The
kindergarten in the tenement house quarter is a fountain whence flow
streams of influence that penetrate hundreds of homes and carry cleanliness, kinder manners, and higher standards of living with them." 22
The kindergarten thus began to move from its Froebelian origins as
a new kind of early childhood education to an instrument of social
change. No longer were kindergarteners solely teachers of small children
but also agents of social conciliation and harmony.
The charity kindergartens founded in Boston by Pauline Shaw are
examples of this transformation. By the turn of the century many of
these kindergartens had evolved into settlement houses. Children's
House, for example, was a day nursery and kindergarten founded by Mrs.
Shaw in 1878. It is an instance in which a charity kindergarten over
time assumed the larger role of neighborhood reform until it ultimately
became a settlement house. By 1879, just a year after its establishment,
the kindergarteners there were offering sewing classes. A children's
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library and reading room was opened in 1890 and clubs, a standard
feature of most settlement houses, were begun in 1891. By 1897 what
had once been a free kindergarten became Children's House and had
assumed the functions of a social settlement. Ruggles Street Neighborhood House, established by Shaw in 1879 as a kindergarten, underwent a similar metamorphosis and eventually became a settlement house
involved in efforts to obtain improved streets, gymnasium facilities,
markets, and milk service for its neighborhood. 23
As a young charity kindergartener in the notorious Tar Flat district
of San Francisco in the late 1870s, Kate Douglas Wiggin, later famous
as the author of Rebecca of Sunnybrook Farm, also saw the affinity of
the kindergarten to the social settlement house in the battle against the
evils of the city slum. Writing in her autobiography almost 50 years
later, when the great era of reform had, in the years after World War I,
receded into the past, she recalled, "I take credit to myself that when
settlements and neighborhood guilds were as yet almost unknown, I had
an instinct that they furnished the right way to work. "24
Jacob Riis, one of the most graphic chroniclers of the plight of the
urban poor, had no doubt of the importance of the free kindergarten as
a lever of reform. Observing the slums of New York's Lower East Side
first hand for several years, Riis wrote in 1892: "Without doubt the
kindergarten is one of the longest steps forward that has yet been taken
in the race with poverty; for in gathering in the children it is gradually,
but surely, conquering also the street with its power for mischief ...
Very soon it makes itself felt in the street and in what goes on there, as
anyone can see for himself by observing the children's play in a tenement neighborhood where there is a kindergarten and again where there
is none... "25 The influence of elites such as Harris, Riis, and Barnard
soon combined with the optimism of the myriad of kindergarteners
across the nation to turn the kindergarten from its Foebelian genesis into
a tool of reform. Thus the reform role of the kindergarten expanded, at
least in part because of this new perception of it as an implement of
social change. As it did so, the evolution of some charity kindergartens
into settlement houses logically followed.
In 1896 the kindergarten-as-settlement was the conscious purpose
behind the founding of the Elizabeth Peabody House on Chambers Street
in Boston. Established in memory of kindergarten pioneer and advocate
Elizabeth Palmer Peabody, the kindergarten at the new settlement was
not "an adjunct to other activities ... but ... their foundation; the
source from which the ideals and practical work of the settlement. .. "
arose.26 There the residents, using the "common interest in children" as
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the "entering wedge to acquaintance with parents" engaged in the broader
reform activities of the social settlement. 27 Other kindergartens in Chicago, Detroit, and New Orleans also evolved into settlement houses. 28
And so the kindergarten movement had by the last decade of the
nineteenth century changed significantly from its purposes as envisioned
by its founder Friedrich Froebe! a half century before. The kindergarten
was no longer perceived as merely a first and gentle step in the education
of chil~ren. Instead, it had become an instrument used to attain in part
the social reform so popular among elites and others concerned with the
"threat" posed by the poor.
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Social Settlements and the Kindergarten
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Origins of the Social Settlement Movement
Following the charity kindergartens into the grimy reaches of the
urban slums were the social settlement houses. The concept of the social
settlement, like that of the kindergarten, was of European origin. In
1884 two young students from Oxford University in England opened
Toynbee Hall in the dreadful slums of London's Whitechapel district.
Inspired by the Anglican churchman Samuel Barnett and influenced by
the writings of John Ruskin and Charles Kingsley, a number of young
En?lishmen took up residence at Toynbee Hall. There they attempted to
assist the members of the laboring class who occupied London's East
End. Toynbee Hall attracted wide attention, and in 1886 it was visited
by a young American scholar named Stanton Coit. 29
When Coit returned to the United States, in the summer of 1886,
he founded Neighborhood Guild, the first settlement house in America.
Coit began his work on the Lower East Side of New York, an area made
up of thousands of squalid, densely packed tenement houses, occupied
almost exclusively by several hundred thousand immigrant poor. 30 Three
years later, in September of 1889, Jane Addams and Ellen Gates Starr
moved into a dilapidated old mansion at 335 South Halstead Street and
founded Hull House in the heart of Chicago's Near West Side, perhaps
the worst immigrant slum in the city. 31 Following the efforts of Coit,
Addams, and Starr, the settlement house idea spread rapidly. From two
such establishments in 1889 the number grew to more than four hundred
by 1910.32

1

The Kindergarten in Social Settlement Work
. The kindergarten was from the settlement movement's inception an
integral part of its work. Coit began a kindergarten at Neighborhood
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Guild eady in 1887." A kind«garten was the fin;t activity o,gani,ed by
Jane Addams and Ellen Gates Starr in Chicago's Hull House in 1889.34
The grafting of the two movements seemed natural. As Nina
Vandewalker, an early historian of the kindergarten movement, wrote in
1907, the "desire to minister to those in social, intellectual and spiritual
need" was the impulse behind both the kindergarten and the settlement
house movements. The settlement, Vandewalker wrote, "has therefore
been termed a kindergarten for adults. "35
Before they became in large part a feature of the public schools after
the turn of the century, kindergartens were maintained by nearly every
social settlement house in the nation. The closeness of this relationship
was recognized by the National Education Association when Amalie
Hofer, editor of The Kindergarten Magazine, outlined in the NEA annual
report for 1895 the symbiotic relationship of the two movements in
socializing the poor and their children:
The chief purpose of a settlement being that of co-operation, and its
most potent influence being in a direction of self help, renders it most
fitting and practicable as a basis for the kindergarten program ... We
thus find the social settlement making a wider application of the
principle of inter-dependence, which has come to be so current a word
in the kinder-gartener's vocabulary ... The settlement, like the kindergarten, is not a philanthropy in the usual sense of the word. Like the
kindergarten, it is rather a common meeting place, where the children
of men may come together freely and frankly and find scope to express that indispensible ingredient in human nature, sociability. It is
in no sense of cant or sentiment that when we say the social settlement
is a kindergarten for the adults, and the head resident, like the head
kindergartener, lives with her associates, ever ready to honor and
appreciate the slightest indication of socialization, with sufficient
insight to understand those strange processes by which warped human
nature regains its equilibrium. 36
Graham Taylor, founder of the settlement house Chicago Commons,
was well aware of the utility of the kindergarten in the settlement house
approach to the problems of the city. "The children," wrote Taylor in
1906, "by actual participation in the household activities carried on in the
kindergarten [of the settlement], become imbued early with the sense of
helpfulness. They find pleasure in doing things for themselves rather
than having things done for them. They learn what things cost in terms
of service and they learn the joy of it."37 Another blow had been struck
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at pauperism.
Opened in 1892, Chicago Commons not only incorporated a kindergarten into its daily programs but also prepared kindergarten teachers.
The Pestalozzi-Froebel Kindergarten Training School was housed at the
settlement for several years, thus tying the settlement and kinderoarten
0
movements in Chicago even more closely together.38
The ~et~leme~t.~ouse therefore adopted the kindergarten as a key
~rogram m its act1v1t1esbecause it offered a logical, useful, and productive way to approach the other, broader concerns of settlement house
work. As the young women who had labored in the charity kindergartens had ea:lier discovered, it was an avenue to the home, the family,
and the neighborhood, the entities which were the larger targets of
political, economic, and social reform.
Conclusion

It has been argued that "there was a sharp contrast in the social
motivation of free kindergarteners and settlement workers by 1890."39
The evidence brought forth to substantiate this contention includes both
a statement that charity kindergarteners did not make the slums their
ho~es and a quote from Jane Addams that the settlement was not "primarily for children." This judgment, however, seems somewhat overdrawn. Clearly the ~indergarten settlements, such as Elizabeth Peabody
House, do not fit this supposed difference in motivation. The residents
o~ Peabody House, for example, did live in the slums. And though the
kindergarten was the basis of the activities at Peabody House and other
kin?erg~rten sett_le~ents, programs for adults were very much a part of
thelf daily funct10nmg. Rather than differing in their motivation, both
the charity kindergartens and the social settlements were driven by the
same larger forces behind the reform movement which ultimately became
known as progressivism. As Francesco Cordasco has observed, those
forces which made up the "ferment of social reform" affected America
"on all fronts, philosophic, economic, and social."40
The complex of forces which propelled this great stirring was of
course not new. Nor was it distinctly urban, for it had been seen in the
demands of the Populists and Greenbackers of rural America years
before. It was intensified, however, by the conditions in the cities, and
amplified by muckrakers, such as Jacob Riis and Lewis Hine whose
strident pens and stark photographs had revealed the shame ~f urban
poverty.
The settlements and the charity kindergartens grew in their own way
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from the fertile soil of fear and anxiety which was at the base of much
of the desire for reform. Both also reflected in many cases the contempt
for immigrants which was all too apparent in the demands for social
efficiency, for homogenization and Americanization which so often
characterized the aims of the public schools at the time. And although
they were different in many ways, there was a nexus where the urban
charity kindergarten and the settlement house linked in the great movement of reform. The relationship between the two was one of mutual
support and affinity. As has been shown above, the goals of the charity
kindergarteners were similar to those of the later settlement house workers. The participants in each of these movements believed their efforts
were a step in alleviating the threat to society from the crime, pauperism,
and immorality of the city slum. Both were also motivated to a significant extent by a sincere altruism, frequently rooted in one of many
variants of Christian idealism.
The urban charity kindergartens then were not only forerunners of,
but also significant contributors to, the larger efforts of the social settlement house movement. They were in many ways the seedbeds of much
future effort to improve the lot of the disadvantaged and thereby blunt
the societal threat of the urban poor. As such, the children's gardens
were truly gardens of reform.
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ROBERT FROST AND MAYA ANGELOU:
THE POET-AS-RHETOR IN THE PRESIDENTIAL
INAUGURATIONS OF KENNEDY AND CLINTON
by Donna M. Witmer

I. Nature and Purpose of the Study, Methodology, and
Organization

Nature of the Study
The inauguration of an American President is marked by rhetoric
intended to unify the American people, laud the renewal of the American
political system, and set the tone for the Administration's ensuing term.
Only two occasions of this highly visible, American tradition have been
distinguished by the performance of poetry during the inaugural ceremony. In both cases, the poet was invited by the President-elect to join
him on the platform and to address the public. On the first of these
occasions, in 1961, Robert Frost was invited by President John Fitzgerald
Kennedy; on the second, in 1993, Maya Angelou was invited by William
Jefferson Clinton. If the exception appears to alter the traditional practice limited to prose and the significant roles of the President and clergy,
the critic of rhetoric is prone to discover the reasons for the innovation
of the respective acts and to apply criteria to evaluate each act in terms
of aesthetics, ethics, truth and effects. From further analysis of similarities and differences, the critic may judge the appropriateness of the
responses in the rhetorical context of the inauguration.
Purpose of the Study
Both President Kennedy and President Clinton represented the
Democratic party. Both were Presidents-elect. However, they were
separated by more than 30 years of history. Still, Clinton admired
Kennedy for his sociopolitical ideology. Perhaps Clinton's imitation of
the first occasion for poetic expression arises from that admiration. On
the other hand, the repetition of the circumstances which stood a nationally acclaimed poet alongside an American President on his inauguration
may suggest more political strategy than mere admiration. If the role of
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the poet in the inauguration may be defined as politically rhetorical, then
the significance of Clinton's imitation exceeds its value beyond that of
happenstance.
The significance of this analysis is defined in part by evidence which
shows that the inauguration of William Jefferson Clinton is believed to
be the most symbolic of all the inaugural theaters (CBS News, 1993b)
and modeled after that of John Fitzgerald Kennedy ("Profile: Caged
bird," 1993, p. 98; "Two speeches," 1993, p. 4). Although a criticism of
relationships may proceed inductively from analyses of recurring forms
and the notation of similarities, respected theorists and critics warn
against the temptation to define a genre from two examples (Simons,
1976, p. 48). Therefore, the purpose of this criticism is not to argue for
a new poetic genre or a new inaugural genre but to illuminate facts
contributing to similar rhetorical responses. For students and critics of
rhetoric, understanding the nature and employment of the symbols in the
two poetic acts at these inaugurations may provide insights into the
dynamic properties of symbols and into the exigencies and constraints
which prompt the recurrence of rhetorical forms.
Premises and Anticipated Findings
The research for this study began with the following premises:
(I) Inasmuch as Kennedy and Clinton themselves addressed the nation
from the traditional stance of the inaugural speech, factors unique to their
inaugural situations warranted the participation of poets; (2) by virtue of
the established ethos of Robert Frost, President Kennedy's inclusion of
the poet in the inauguration symbolically enhanced the posture of the
new Administration; and (3) by virtue of the established ethos of Maya
Angelou and the antecedent act of Kennedy, President Clinton's inclusion
of the poet in the inauguration enacted a sociopolitical ideology.
Analyses were expected to produce two conclusions: (I) Poets as
rhetors may function as extensions of their verses and of personal political ideologies, thereby as symbols themselves, in the rhetorical context
of a Presidential inauguration; and (2) the nature of the electronic visual
media contributes a constraint to the rhetorical situation of the Presidential inauguration which may be met by employing a poet who enacts the
ideology of the President-elect and/or the myths associated with the
inaugural occasion.
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The inaugural occasions of President John Fitzgerald Kennedy and

56

Frost and Angelou

I

J

President William Jefferson Clinton were examined through critical
analyses and historical research. The approach, in part, subscribes to
Karlyn Kohrs Campbell's organic or situational approach to criticism
(Campbell, 1972, p. 13) and was applied separately to each occasion.
The approach is "concerned with the specific goals of particular persuaders in specific contexts; it views rhetorical acts as patterns of argument
and interaction that grow out of particular conditions" (Campbell, p. 14).
First, preceding from a descriptive analysis of the text, inclusive of an
analysis of purpose, audience, persorra, tone, structure, supporting materials, and strategies (Campbell, 1982, pp. 14-23), the critic identified
stylistic and substantive elements of the text. Second, the critic examined the historical and rhetorical contexts of the act, including the
rhetor's background, the political posture of the President-elect, and the
rhetorical exigencies of the situation. Third, the critic interpreted the
nature of the act in the context of the rhetorical situation. Finally, a
synthesis of the three stages of analysis with an emphasis on the interplay of stylistic and substantive elements of text and enactment produced
an integrated analysis. Respective of two rhetorical acts, two analyses
were generated. Each constitutes one section in this study.
Operationalized definitions of the terms enactment and synecdoche,
appearing pertinent to the recurrence of the rhetorical act, were taken
from criticisms examining enactment as a recurrent theoretical form and
synecdoche as a metaphoric form. Enactment was defined as "a reflexive
... in which the speaker incarnates the argument, [i.e., the speaker] is
the proof of the truth of what is said" (Campbell and Jamieson, 1978, p.
9). Synecdoche was defined as follows (Jamieson, 1988):
... a part that stands for the whole from which [it is]
drawn. . . Synecdochic phrases serve useful rhetorical
and social functions. By specifying grounds to which
[a] community assents and by stipulating patterns of
language whose use speaks the communal bond, they
create a rhetorical community. Through synecdochic
phrases, a community absorbs and transmits its interpretation of its own history (pp. 91-92).
Both definitions facilitated comparisons and contrasts.
Following analysis of each of the two rhetorical acts, the critic
compared and contrasted the nature of the rhetorical acts attendant to the
President's inaugural address and within the rhetorical situation defined
as a Presidential inauguration. Then, the critic evaluated the interplay of
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the role of the poet-as-rhetor, the function of the poetry, and the nature r.ite.
of the poetic act in the rhetorical context of President Clinton's inaugurai
tion. Conclusions were drawn about the appropriateness of the response
,
to the rhetorical situation. Section IV reports these evaluations and
conclusions.
Organization of the Study
Section I has defined the purpose and nature of the study, provided
a justification for the study in the field of speech communication, described Campbell's organic approach to criticism which directed the
analyses in Section II and Section III, and explained the procedure subsequent to the analyses of the rhetorical acts.
Section II examines "The Gift Outright" (see Appendix), the text of
Robert Frost's inaugural presentation, and assesses the role of the poet
as rhetor. Explication of the poem shows that despite Frost's indication
that the poem was a statement about "pursuit of nationality--as simple as
could be," the images within the text force association about commitment
and separatism that extend into highly personal realms of experience.
Beyond this appeal, Frost himself bf;comes a symbol of endorsement for
President-elect Kennedy. As the analysis also shows, Kennedy's invitation to Frost to read the poem as part of the inaugural ceremony endorsed Frost's philosophy as well, making Frost's appearance function
rhetorically as enactment of ideology.
Section III examines the text of "On the Pulse of Morning" 1 and the
role of the poet Maya Angelou for rhetorical properties. The text appears to make a primary appeal to diverse subcultures in the American
population to transcend their minority status by means of courage and
faith in God. The poem exceeds the limitations of the primary appeal by
implying that the goal of the minority population is no less than a "true
yearning," an inalienable right that the American system has guaranteed.
Through association with Kennedy and Frost, Clinton suggests a commitment to a new generation. His invitation to Angelou to speak at the
inauguration serves again as an endorsement of her image, and her
performance serves as an enactment.
Section IV compares and contrasts the rhetorical acts of Frost and
Angelou, seeking to illuminate the appropriateness of the poetic text and
the enactment in the inaugural situation. Conclusions recognize Angelou's text and participation as a response similar to Frost's with regard to
the exigencies of the traditional inauguration yet distinguished by exigencies unique to the Clinton Administration. Furthermore, the enactment
appears as a fitting response to the constraints of the television sound
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Rhetorically, fo, a contemporaryaudience, nondiscu..,ive symbols
of the response may prove as substantial as, if not more substantial than,
discursive symbols; and the interplay of discursive and nondiscursive
elements may significantly enhance or limit the drama of the occasion.

n.

The Rhetoric of Robert Frost as an Inaugural Poet

Written in 1939, "The Gift Outright" (see Appendix) was presented
publicly by Frost in a lecture-forum for Phi Beta Kappa Society at
William and Mary College, on December 5, 1941. The work which
would become "Frost's best-known patriotic poem" (Marcus, 1991, p.
175) served not only to whet the appetite for the three-time Pulitzer Prize
winner's forthcoming publication, The Witness Tree, but more importantly to be considered here, it lauded symbols of America and articulated
the relationship of those symbols. To America as a world leader, facing
another "war to end all wars," the poem championed the spirit and called
for an outright commitment of the spirit to the cause of freedom. The
presentation was unquestionably timely. Yet Frost was not seeking to
write propagandist verse as other writers were doing in the cause of the
war, for as he himself remarked, "I am no Lawrence of Arabia" (Gerber,
1982, p. 82). To Frost, who selected the poem for the occasion of the
William and Mary College lecture and who set the poem in the second
section of The Witness Tree--the section which represented "either
humans joined together in one society or one individual standing in
opposition to society" (Marcus, p. 175), the work was a philosophical
statement of broader application.
Though he first presented the poem as a literary piece, the poet chose
to recite the work publicly during several occasions oflecture-forums and
to deliver it under unprecedented circumstances at the inauguration of an
American President. Judging from the perspective of its poet-reader, the
poem seemed appropriate oral communication, as well as written communication, and appropriate to public audition, as well as to personal reflection. The implications of this endorsement by its creator and the unprecedented performance at the Presidential inauguration invite the critic to
examine the rhetorical significance of the work. Such an examination
warrants (a) an explication of the poem, (b) a review of the poet's
philosophy, (c) an analysis of the poet as a symbol, (d) an interpretation
of the interplay of elements in the rhetorical situation, and (e) a final
assessment of the rhetorical act.
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Explication of the Poem
The appeal of "The Gift Outright" begins in the first of the poem's
16 lines: The land was ours before we were the land's. A paradox is
evident; a question of belonging engages the imagination. The persona,
too, is engaging. By employing the rhetorical "we," Frost implies a
mutual compact between the narrator and the audience; and by employing vernacular language and the iambic meter, Frost approximates conversation in the sound of his poetry. When the condition of the opening
line is repeated in the second line--"She was our land," the relationship
between the land and the people is emphasized. Furthermore, the personal involvement is intensified because "the land" has been transformed
to the personal pronoun she. Then allusions to well-known historical
events "in Massachusetts" and "in Virginia" that occurred "more than a
hundred years" before we declared independence contribute a sense of
physical reality. The commonality of heritage confronts the audience.
The audience recalls the condition: An American was not truly an American. As colonists, "we were England's still" (1. 5). At this point, the
audience acknowledges that such was our state: We existed without a
distinctly American identity.
Then lines 6 and 7 confront the audience with the cause of the
dilemma. The land, personified, had not taken possession of our spirits;
we were still "unpossessed" (I. 6). As colonists, we existed as possessions of England though the spirit of that state we "no more possessed"
(1. 7). Like the first of the bipartite divisions of an Italian sonnet, the
first seven lines of "The Gift Outright" have defined the circumstances-albeit, the problem. The audience anticipates a resolution.
Accordingly, the realization of the vision--the resolution of the
problem--follows in the second division of the poem. The verbs impart
the secret. Subliminally, the inactive state of being becomes a state of
action as a new identity is realized. Main verbs shift from was and
were, repeated in the first three statements (II. 1-5), to compound action
verbs made and found in the fourth statement (II. 8-11), and to the main
verb gave in the fifth statement (1. 12). The introduction of "possession"
in the third statement (II. 7-8) arouses spiritual images, but the powers
of these spirits, one more eminent than the other, are subliminal--as the
grammatical structure suggests. The transition from a mere state of
existence occurs only when the "Something we were withholding" (1. 8)
is realized. When the "we" of the poem sees that it is "ourselves" (I. 9)
that are withheld from "the land of living" (1. 10), the audience also
shares the realization. Saying that "we" must "surrender" (1. 11) our
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spirits invites the audience to realize the universality of the symbols.
Therefore, as the "we" commits the spirit and "[finds] salvation" (I. 11),
the audience, too, reflects the power of spiritual commitment. Then, as
the audience recalls that "we gave ourselves outright" (1. 12) and "(The
deed of gift was many deeds of war)" (1. 13), the audience senses the
transcendency which the early colonists experienced. Commitment is
seen as life-giving. Even "vaguely realizing" the direction in which
commitment leads promises the colonist--and the audience--more of life
than what was.
However, a promise has no truth value and existence is not the same
as "living," so the conclusion ("Such as she was, such as she would
become," (l. 16) reminds the audience that what "was" and what "would
be" are mere states of being. Moreover, one state of being is distinguishable from another by distinguishing the voice of one verb from the voice
of another. Grammatically, the first verb acknowledges a state in the
Past Order. The second verb, because its voice is subjunctive, expresses
a future condition which is speculative or wishful--even contrary-to-fact
or highly unlikely (McMahan & Day, 1980). In other terms, the conversational voice of the rhetor utters a commissive statement and the audience is expected to respond to the promise or the threat. Consequently,
the implication of the last line challenges the audience to act "still"--if
"living" is to be realized.
Frost maintained that "The Gift Outright" was a simple statement-"pursuit of nationality--as simple as could be" (Cook, 1974, p. 80).
Indeed, "The Gift Outright" tells how the colonists came to love the land,
to realize a new identity, and to give birth to a new nation, yet "the
statements themselves are made largely in terms of an implicit and quite
possibly unconscious metaphor that equates transition from colonial
status to national status with complex psychic experience" (Nitchie, 1960,
p. 65), an experience common to humans everywhere. Thus, the "imagestatements" permit the expression of "highly complex states of feeling,
avoiding the oversimplification likely to accompany prudential moralizing" (Nitchie, p. 66).
Skillfully, Frost uses the metaphor to force personal association and,
in turn, to force thinking: "Thought is association--more or less metaphor. ... Being reminded of something you hardly knew you knew--by
something that's in front of you, something that's happening to you, or
the past emerging out of the very levels of your knowledge" (Cook,
1974, p. 206). From thought about the early colonists, the pursuit, the
surrender, and the salvation, emerges other thought--associations about
commitment and separatism. The audience comes to understand the
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implications that exceed the statements. The experience of the poem is
translated from a familiar, historically documented experience to a highly
personalized sense of experience.
At first, the relationship between the land and the colonists appears
to be merely physical, couched in language that is sexual. In the physical sense, the colonists separate themselves from Mother England (as the
child separates from the parent) and establish a physical relationship with
the land (as two lovers will). In language of the vernacular, Frost speaks
of this new relationship as a sexual act: "[She] was ours"; "we were
[hers]"; "She was ours ... but we were --'s"; "Possessing what we still
were unpossessed by/ Possessed by what we now no more possessed";
"We were withholding from her." However, "something" transforms the
relationship--"something we were withholding." That something is a
realization of what "our land of living" needs: It was ourselves. The
necessity of defining ourselves becomes the exigence which can define
"living."
"The deed of gift" becomes the means to that end. It is not a contract, written on paper, merely entrusting, confiding, consigning, or
relegating responsibility. It is a commitment "to take some moral or
intellectual position or course of action" (Webster's, 1960, p. 457) while
governed by a superior power or authority. In the context of the American Revolution, the spirit of the American Revolution was realized
through "the deed of gift," which was "many deeds of war." That single,
symbolic event permits Frost to generalize about sacrifice in the quest for
identity.
Though "the deed of gift was many deeds of war," symbolically the
acts of the American Revolution represent more than physical acts. They
are willful deeds--sacrifices, conceived in love. They symbolize commitment. Specifically, they function as a symbolic conjugation, for the
colonials' physical acts are married with the spirit.
The conjugation seems to transcend the immediate condition. The
outright gift of love redefines "living." The promise of a Manifest
Destiny appears on the horizon ("vaguely realizing westward," I. 14).
Symbolically, for better or for worse, the identity of America ("Such as
she was, such as she would become," I. 16) and of the American ("Such
as we were," I. 12) are redefined. The union appears blessed, but the full
realization is contingent upon commitment ("But still unstoried, artless,
unenhanced," I. 15).
The Philosophy of the Poem
At the heart of the message is Frost's philosophy of commitment, a
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commitment delivered unconditionally and consciously in the form of
surrender. The surrender is not a response to extrinsic exigencies of
confrontation or coercion but an intrinsic response that emerges from the
soul or spirit of the gift-giver. In other words, though gift-giving may
be an obligatory act as a response to external forces, or a response to
guilt or fear, gifts of the heart are more meaningful because they are
initiating statements. Therefore, the act of giving "ourselves outright" is
not motivated by guilt or fear or other obligatory states; the surrender
originates in love and is offered consciously--not as a response to the
necessities of circumstance but mediated by a spiritual transcendence.
However, to transcend the limits of a mere physical state we must
transcend the limits of the present identity. We must relinquish our
preoccupation with our immediate needs. To survive or physically
endure is not enough. We cannot maintain our separatism and realize
our promise. By willfully surrendering our separatism, we risk our
existence, hopeful that we may also realize the promise of something
greater than what currently exists. Paradoxically, the act of surrender
delivers us to salvation. The transcendence is achieved through a commitment which Frost perceives as a conjugation and which he reveals
symbolically.
Clearly, as explication shows, "The Gift Outright" makes a patriotic
statement about the American identity and supplants separatism with
commitment. Yet the symbols permit a more universal application.
They enable the rhetor to generalize about the individual pursuit of
identity and the function of commitment. The universality of the experience and the expression of speculation or wish, unconstrained by time,
are the bases for the poem's lasting appeal.
Frost as a Symbol
Yet these reasons in themselves are insufficient for evaluating Frost's
presentation of "The Gift Outright" at the 1961 inauguration of John F.
Kennedy. The message alone does not defend the appropriateness of the
act, nor fully define its significance. The occasion was, after all, a
rhetorical situation, and as such, regard must be given the role of the
poet as rhetor and the occasion. For one who declared that he was "bad
at politics" (Gerber, I 982, p. 82), the willingness of the poet to read at
a Presidential inauguration merits discussion.
More than anything else which may have contributed to the circumstance, in the 22 years since the first publication of The Witness Tree
(Frost, 1942), Frost himself had become a symbol, "a kind of American
culture hero" (Nitchie, 1960, p. 174). Four times, he had been the
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__,,,...-winner of a Pulitzer Prize (the fourth time for The Witness Tree), and he
did not need to produce a book a year or poetry "on demand" to accomplish his feats.
By 1959 he was a recognized spokesperson for the arts, particularly
for the poets. As a Consultant in Poetry at the Library of Congress for
that year, Frost hoped to increase the voice of the poet and the power of
the arts. He spent four "intervals" of one week each at the Library of
Congress, gave numerous public appearances on behalf of the Library,
held consultations in his assigned office, and delivered lectures to paying
guests in Washington, D. C. (Ciardi, 1962, p. 54). During this time, he
also appeared before the Education Subcommittee on Labor and Public
Welfare to speak in behalf of the establishment of a national Academy
of Culture for which he had been campaigning (Gruesser, 1960, p. 106).
The appearance before the subcommittee received national attention
in the electronic and print media. It afforded him the opportunity to
acclaim the artists for their "'passionate performance' --for what's
brought us (America) up" (Gruesser, 1960, p. 106). He defended the
artist and the sports figure as the source of spirit in the land, and he
recognized them for their prowess and performance. He explained that
"scholars operate on what has been done, but they're not interested in the
making of more." Furthermore, he had come to believe through conversation with scientists that scientists believed America's success was
"more or less accident." Emphatically, Frost maintained that America's
"upwardness" was the result of "passionate preference. . . in the arts
more than anywhere else." He appealed to the committee, "We can't
make that, you know ... But we can bless that." Unfortunately, though
his voice was heard by the largest audience which the chair, Senator
Yarborough, ever recalled at such a hearing, Frost did not secure the
approval for the academy.
Unmistakably, Frost's language at the hearing enlarged the meaning
of his symbols in "The Gift Outright." When he acknowledged the poet
and the sports figure as the source of the American spirit, he was identifying a common attribute as the redeeming element in America's salvation. He denied that the same attribute existed in the scholars and
scientists. By saying the former were not interested in the promises of
the Future Order and the latter could not identify the cause of America's
upwardness, Frost denied them conscious role-taking in the "making" of
America. Moreover, if neither scholars nor scientists could provide the
gifts, neither could they grant salvation. If the poets and sports figures
alone could redeem America from an "unrealizing" future, then Frost
believed the government's role should bless the spirit that "makes more."
Such a deed would serve to enhance that which was as yet "unenhanced."
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Frost's own image as an invigorating American spirit increased.
During his visits to Washington, he became acquainted with Senator
Kennedy, who was campaigning for the Presidency, and with Mr. Udall,
who would become Kennedy's Secretary of the Interior. The poet and
the senator endorsed each other. On the campaign trail, Kennedy closed
several late-night talks quoting Frost: "But I have promises to keep, /
And miles to go before I sleep." With similar regard, Frost, during a
press conference on the morning of his eighty-fifth birthday, predicted
the next President as being the "Puritan from Boston" (Pritchard, 1984,
p. 253). The allusion afforded Kennedy an identification with the symbols of the founding American spirit, inasmuch as Frost stood as an
equivalent of America's poet laureate (Thompson, 1959), a symbol of the
American spirit in the present context, Frost's endorsement transferred
the spirit which he represented to Kennedy. The endorsement made
headlines. The mutuality of their endorsements symbolically acted as a
conjugation of poetic spirit and the body politic. What the subcommittee
would not do for the artist and, thereby, would not do for securing
America's "upwardness" was being effected through Frost, a symbol of
the American spirit.
At this time, the Saturday Review lauded Frost for 85 years of
personal courage and his ability to capture the individual and national
predicament in the American idiom. Toward these ends, Thompson
(1959) noted how Frost stood against the "cynical belittlers of the present
American scene" (p. 56). During the "latest period of national uncertainty and self-doubt," wrote Thompson, "[Frost] remained a steadfast
witness-tree to that kind of traditionally guarded Yankee optimism and
confidence that we have so largely lacked and needed" (p. 21). Looking
to the future, Thompson concluded that Frost "suggests that even there
we are morally obliged to keep earning our right to measure [America's]
future in terms of her past: 'Such as she was, such as she would
become'" (p. 56). Through these pronouncements, the poet was recognized publicly as a symbol of the American identity, and his projections
were given credence as those of a seer.
The Interaction of Elements in the Rhetorical Situation
A month after Kennedy's historical election and a month before the
inauguration, about 150 musicians, artists, writers, theologians, scientists,
and educators were delivered unprecedented invitations to attend the
inaugural ceremony. Because national attention had contributed much to
Frost's image and the image of the artist, Frost was given the unique
honor of a participatory role. According to Lincoln Kirsten (1961),
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writing in The Nation, Miss Kay Halle, a distinguished social figure of
Washington, D.C., had suggested that the intellectuals be invited. According to Harvey Shapiro (1961), writing in The Sunday New York
Times Magazine a week before the inauguration, the idea had originated
when Mr. Kennedy and Mr. Udall met to discuss Udall's appointment to
the cabinet. Whichever the case, the invitation was viewed as an acknowledgement of the arts and the American spirit which they symbolized. The inauguration, too, was perceived as symbolic: The body
politic and the spirit of "Upwardness" would stand together.
Mr. Kennedy is believed to have asked Frost to compose an
epideictic poem for the occasion, but Frost is supposed to have replied
that "occasional poetry" was not his style (Shapiro, p. 6). Consequently,
wrote Shapiro, Mr. Kennedy asked Frost to read "The Gift Outright."
However, two months later, in The Sunday New York Times Magazine,
Mr. Udall (1961) reports that the choice was Frost's, that Frost "informed
the new President he would read his 'most national poem'" (p. 13).
The difference seems arbitrary and insignificant in light of the nature
of the poem and its relationship to the event. The occasion called for
epideictic rhetoric to be sure, and as epideictic orators should do, Frost
would amplify his resources by appealing to the past in a way of reminiscence and to the future in a way of anticipation (Thonssen, 1942).
Without question, "The Gift Outright" was fitting and proper.
Only the final phrase--"such as she would become" -- seemed at odds
with the purpose of the occasion. At least, this was the perception of the
New Administration, that solicited Frost to change it to "such as she has
become" (Shapiro, 1961, p. 6). Though he had recited the line "such as
she might become" (Cook 1974, p. 194) many times, evidently Frost
could not accept the implication of the recommended phrase. He recast
it as "such as she will become." The new verb phrase retained the sense
of futurity without relinquishing responsibility; it also invested confidence in the leadership.
On the Sunday preceding the 1961 inauguration of John F. Kennedy,
the popular and respected New York Times Magazine sanctified Frost's
forthcoming role in the inauguration by saying the "old man's poem
[would] fall on the President, the top-hatted dignitaries and the watching
nation as a kind of benediction" (Shapiro, p. 6). Though the title of the
article "Story of a Poem" was engaging for its understatement, the article
created reverent images: The occasion was described as "seemly that
Frost should grace these ceremonies" and the act was considered an
"innovation in inaugural rites. "The '"minister in mufti"' (as Frost was
described by a close friend) was to read what the white-haired bard
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called his "'most national poem."' To the readers of The Sunday New
York Times Magazine, the article promised not just ceremony but a
spiritual ordination.
Frost himself suggested the moment promised more. He proclaimed
it a point of "enhancement," such as that addressed in "The Gift Outright" (I. 15). Symbolically, the aritsts now became the redeemers, for,
as Frost interpreted, "the arts do the enhancing." The Upwardness of
America could be assured by such a commitment, for "the more poetic
insight a President has, the better" (Shapiro, 1961, p. 7).
Although most of the article enabled Frost to discuss his poem "The
Gift Outright," Frost also elevated the circumstance of his recitation at
the inauguration when he said that "to have poetry brought into the
affairs of statesmen. . . becomes an Administration, as it becomes a
reign" (Shapiro, 1961, p. 7). Implying that the New Administration was
like that of the greatest reign in England, he noted that Shakespeare's
sonnets "had the power of the throne behind them" (Shapiro, p. 7). So
saying, Frost was accepting the responsibility as the nation's bard. His
voice, like the classical voice of the bard, would sound prophetic. It
would not merely reflect the national spirit, but "enhance" it. From
Frost's perception, the role symbolically increased his power and intensified the meaning of the relationship between poetry and politics.
To secure the blessings of that relationship was evidently the goal of
a second poem, a dedicatory poem which Frost penned within two days
of the inauguration (Udall, 1961, p. 98). It lauded Kennedy for his
courage and predicted that he would rule over a new Augustan Age--like
that long, peaceful, and productive time of Augustus Caesar. The image
was a symbol of the ideal society.
Though different from "The Gift Outright" in form and tone, "by
striking coincidence this new verse invoked the same lessons of history,
issued the same essential message of challenge, and had the same nobility of tone as the speech the President was to deliver (Udall, 1961, p. 98).
Yet the poem's concluding lines would remind the audience that the
fulfillment of the ambition would be dependent upon a conjugation of
poetry and power, "a golden age of poetry and power" (cited in Udall,
p. 13). Entitled "Dedication: To John F. Kennedy," the poem was indeed
a call for commitment, but it addressed the Administration as much as,
if not more than, the general American audience.
Perhaps the difference in the nature of the poem's commitment or in
its intended audience constrained Frost on the day of the inauguration.
Or, as cited by Marinello ( 1961), perhaps Frost was hesitant about
reading that which violated one of his own principles--'A poem cannot
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be worried into being' (p. 22). Or, perhaps, as reporters suggested, the
glare of the sunlight forced the poet to the security of what was familiar
("We shall pay," 1961, p. 9). Whatever the cause, the second work, the
dedicatory poem, was not delivered as intended--preceding "The Gift
Outright" at the inauguration. Instead Frost recited what he had long
committed to memory, addressing himself to those who celebrated their
patriotism and who longed for a blessing on tomorrow. He gave to them
"The Gift Outright."
Assessments of the Rhetorical Act
On the day of the Inauguration, 1961, the air was cold and the sky
was overcast. Heavy snow had fallen the night before, hampering travel.
At noon, the time of the inauguration, weather conditions imposed further
constraints upon the festivities.
Following Cardinal Cushing's invocation and preceding the official
oath-taking, the 86-year-old Frost rose to give his blessings outright ("We
shall pay"):
But the bright sun blinded the old New Englander, the
wind whipped the paper in his hands, and he faltered.
In the front row, Jackie Kennedy snapped up her head
in concern. Lyndon Johnson leaped to shade Frost's
paper with his hat, but it did no good. At length,
Robert Frost, proud of the fact that Jack Kennedy had
invited him and 155 other writers, artists, and scientists
to the Inauguration, turned boldly to the microphones
and said, 'This was supposed to be a preface to a
poem that I can say to you without seeing it. The
poem goes this way .. .' The crowd left off its embarrassed titters over the old man's bobble and listened
quietly as Frost recited from memory his finely chis. elect lines (p. 9).
The recitation of "The Gift Outright" was clear and unfaltering.
Only the slightest pause was heard before the word will in the final line.
Beyond the message of the written discourse, the presentational mode
spoke for Frost. His gray hair suggested sagacity; his conversational,
resonant tone invited trust. His response to Apollo's glare seemed
heroic. He stood as a living symbol of the arts, endorsed by the occasion as a viable .contributor to the affairs of men. His position was

68 Frost and Angelou

r
I

I

I

I

I
I
I

I
I

I
I

I
I

I

I
I
I

i
l

'

visibly privileged.
The privilege lent credibility to his message, and by definition of the
moment, the nature of the rhetoric was newly defined. First, "The Gift
Outright" was a prologue to the young President's inaugural address. It
renewed a sense of heritage, and into the hands of the New Administration it committed our spirit. Second, the implications of the title were
multiplied. To some, the title symbolized a personal gift from the poet
to the President: The poet was making public his commitment. To others,
it suggested that the poet had offered a gift outright to the spirit of
America, the audience of the moment. To others, the poem was symbolic of the artists' gift of enhancement bestowed upon the New Administration. Third, the promises of salvation seemed more assured. With the
commitment to America renewed, the bard prophesied our land would
not remain "unstoried, artless, unenhanced." "Such as she was" and
"such as she will be" implied a parallel between the greatness of the past
and the promise of the future. The occasion was a dream realized and
the language pronounced it reality.
Before Kennedy enlisted his fellow Americans by saying, "Ask not
what your country will do for you--ask what you can do for your country," Robert Frost had reminded the audience of their heritage, of sacrifices made in behalf of their freedom, and of the assurance of salvation
when the spirit is committed. Every American accepted these images:
They were established in the culture. They constituted historical reality.
But the future was unrealized. Who could be trusted to lead them
through the wilderness? The voice of the bard offered the answer.
Accepted as a symbol of the American culture, Frost was trusted.
His sense of truth was America's truth. He understood the paradoxes.
He recognized the need. Consequently, the template of self which was
offered in "The Gift Outright" was trusted, too, and the consciousness of
his deed was inspiring.
Unquestionably the occasion had special significance for Frost. Just
the Sunday before, Shapiro (1961) had quoted Frost as saying, "I may
not be equal to [a role in the inauguration] but I can accept it for my
cause the arts, poetry, now for the first time taken into the affairs of
statesmen" (p. 6). For another cause, too, Frost had accepted the role:
The occasion appeared to carry personal implications. In the same
interview Frost had said, "[My role] would have pleased inordinantly the
kind of Grover Cleveland Democrats I had for parents ... " (p. 7). His
participation before millions of television viewers and members of the
radio audience expressed his commitment to the New Administration, a
Democratic administration. His deed of gift was his deed of tribute.
The act married his role as poet and his role as a political entity; he
surrendered that of himself which he had been withholding. Committed
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to the cause, he appeared symbolically to be joined with the Present
Order, "realizing westward," not the frontiers of the 1700s beyond the
Alleghenies, but the "New Frontiers" which the Kennedy Administration
was defining. In Frost's own words, "I have been a rather unhappy
Democrat since 1896. But I am a Democrat. I am coming home" (p. 7).
Symbolically, Frost surrendered and in that blessed, active state, found
a long-desired salvation.

rI
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Within this context, Angelou's poem and she as its agent stood
relatively unchallenged by the Press for capturing the drama of the occasion and the essence of its message. To recognize the rhetorical nature
of this work and of the performance of the verse by the poet herself
warrants (a) an explication of the poem, (b) a review of the poet's
philosophy, (c) an acknowledgement of resources, (d) an interpretation
of the symbolism in the poem and the poet as symbol, and (e) an assessment of the rhetorical act in the context of the inaugural situation.

A Summation of the Rhetorical Significance
Explication of the Poem
Rhetorically, the poem and the poet effected support for the New
Administration by creating a sense of community among the audience
and by pointing the direction for members of that community. However,
the language of the poem as it was initially defined had not accomplished
this. The ethos of the rhetor and his symbolic role as America's bard,
having developed significantly with the endorsement of government, gave
strength to the message. The significance of the occasion, too, had
redefined the language.
Once Frost had said that through all his verse he hoped to offer "a
momentary stay against confusion" (Gerber, 1982, p. 111). In the case
of "The Gift Outright," he offered more. Beyond his definition of
literature--"words that have become deeds" (Gerber, p. I 11), Frost transformed his poetic expression into rhetoric. In his own terms, he gave
himself outright. He transformed his words by his deeds. His verse and
his application of it argue for the strength of metaphor and symbol. By
his example, "they appear less as ornaments and artifices and more ...
as a 'living instrument of a lively speech'" (Cook, 1974, p. 234).

III. The Rhetoric of Maya Angelou as an Inaugural Poet
"On the Pulse of Morning" 1 by Maya Angelou (1993a; 1993b; 1993c)
is a free-verse poem composed at the request of William Jefferson
Clinton for his inauguration as America's forty-second President and
delivered orally for that occasion on January 20, 1993. The work functioned symbolically in the context of an inauguration that was "as calculatedly, as intentionally weighted with symbols" as any in American
history (CBS News, 1993b).
To Phillips Brooks of the National Archives (CBS News, 1993b),
"[the] symbolism of the inauguration was incredible." To Tom Shales
of The Washington Post (1993), it was "excessive beyond our wildest
dread" (p. B6). Indeed Charles Kuralt of CBS was pressed to think of
any symbols which the inaugural committee may have overlooked (CBS
News, 1993b).
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In the breadth of 106 lines, grouped in 12 irregular stanzas, the poet
Angelou admonishes injustices of the past, proffers recovery of the spirit,
and stimulates hope for change. Specifically, her purpose is to convince
the audience that traditions which have enslaved them can be challenged;
that the darkness need not continue if the American people will look
toward change, turn to each other with hope, and begin a dialogue.
Her style in this piece is the dramatic monologue: Each of three
archetypal voices calls for human renewal. The mythical symbols of
Rock, River, and Tree, respectively, articulate a need to change, describe
the scope of the problem and review the rights of passage. Collectively,
the voices offer the means to a solution; from a consciousness of God's
grace granted to humankind, and from courage drawn subsequent to that
consciousness, a global community may begin a dialogue for change.
The free verse form begins in the first stanza with the images of "A
Rock, A River, A Tree" (1. 1) surviving the extinction of the dinosaurs,
"long since departed" (l. 2). The survival of Rock, River and Tree suggests a fundamental similarity, an unnamed, indistinguishable attribute of
survival. The reference to evidence of the dinosaur's "sojourn" (ll. 4-5)
suggests unconscious acts and temporal existence. Contrasted to the
survival of the trinity, termed the "Hosts" (I. 2), the image of the dinosaur reminds the audience of the contrast between the eternal and temporal. Still, to those who now inhabit the planet, the cause of the phenomenal change is unknown, "lost in the gloom of dust and ages" (I. 8).
The use of the rhetorical first person plural in the first 8 lines of the
poem suggests that the narrator and audience are members of a global
audience, as described in the first stanza, cohabiting "On our planet
floor" (l. 6). They exist as species of the Present Order, implicitly a
species perceiving itself sovereign in this world. Inasmuch as the voice
of this first narrator recounts a scientific fact, recognizable to the audience--the age of the dinosaur has passed, the narrator speaks truthfully.
As much as the narrator establishes that "A Rock, A River, A Tree" (l.
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1) endure, the narrator understandably speaks figuratively. Poetic license
accords the trinity a verisimilar existence in the Present Order.
Following the rhetorical persona of the first person plural in the first
8 lines of the poem, the persona of the narrator transforms. The narrator
speaks as the separate voices of the trinity, each presenting a dramatic
monologue in turn. Beginning in the second stanza and continuing
throughout the remainder of the poem, the voices of mythical, preternatural symbols--the Rock, the River, and the Tree--appeal to "us," a real
audience. With direct appeal to "a true yearning to r~spond" (I. 4 I), the
personifications of the Rock, the River, and the Tree engage imaginations. The audience is reminded anew of universal desires, namely to
"face (our) distant destiny" (I. 11), to be relieved of "thrusting perpetually under siege" (I. 28), and to "study war no more" (I. 33). Though
expressed by mythical personae, the need appeals to traditional values.
To such extent, the mythical personae appear trustworthy.
An implication of need among members of the audience is inherent
in a line of argument introduced in the first monologue. The dramatic
voice of the Rock identifies the audience as a class of beings "only a
little lower than the angels" (I. 14). The voice "cries out to (the audience) clearly, forcefully" (I. 9), saying "You... have crouched too long
in / The bruising darkness. Have lain too long / Face down in ignorance" (11. 15-18). Certainly the class nearest the heavenly order is
undeserving of a fearful, abusive condition like that experienced by a
beaten animal; and equally undeserving of a condition which also perpetuates ignorance. The need to alter the condition is imminent. The Rock
cries out "today" (I. 9); in the past the only response from those oppressed has come from "mouths spilling words/ Armed for slaughter" (II.
19-20).
Reinforcing these images of cowardice, ignorance and anger, additional long-term effects of abuse are recounted throughout the poem. In
stanza 5, the River condemns economic wars and their by-product,
pollution (11.29-31). In stanza 8, the effects of a tradition of abandonment and disregard for the spirit of minorities resound from the voice of
the Tree (11.56-65). A movement toward hopeless resignation ensues but
is relieved by recollections of a better era and the potential for restoring
that order.
In the fifth stanza, the sense of hopelessness is challenged by an
interceding reminder of a time "when [the River] and the/ Tree and the
Rock were one" (11.35-36), "before cynicism was a bloody sear across
[the human] / Brow and when [humankind] yet knew [it] still knew
nothing" (11.37-39). In the sixth and seventh stanzas, diverse peoples all
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hear the same call. Though culturally distinguishable by race, ethnicity,
religion, sexuality, affluence and education (11.43-48), each subculture
utters the same desire (1. 41), acknowledging an inner voice, "a true
yearning to respond to / The singing River and the wise Rock" (I. 42).
Implied in the term "true yearning" is the righteousness of the desire.
After all, these groups are endowed with what appears to be a universal
intrinsic characteristic. They comprise a body of people "created only
a little lower than the angels" (I. 14). Moreover, mythical archetypes,
presumably spokespersons of the Creator inasmuch as they are entrusted
with the Creator's original Word in song (11.34-36), proffer the song in
exchange for a commitment to peace (11. 33-35). Implicitly, hope is
sanctioned by the Creator.
The shift to a different voice, which begins in stanza 6 and continues
through stanza 7 (ll. 41-50; 51-52) intensifies the shift from problem to
solution and argues for objectivity in viewing the desire to change.
Speaking neither as the first narrator nor within the frame of either of the
first two monologues, this narrator uses the third person plural. This
perspective objectifies a desire to change. The present tense verbs in
stanza 6 make the desire immanent. Finally, the repetition of "They
hear... They all hear. .. They hear. .. " calls attention to the present
state of consciousness and invites imitation on a broader scale when the
Tree speaks "to humankind" (I. 52).
The last of the monologues begins in stanza 7 and moves to stanza
8 where the Tree mitigates the "wrenching pain" (I. 73) of history. First,
the Tree suggests that each one's heritage is alike: indebted to the venture of an ancestor, each of us is a "descendant of some passed / On
traveler" (II. 54-55). Such language is reminiscent of the "sojourn" of
the dinosaur and fosters close association with a reminder of a temporal
life. In addition, allusions remind the audience that experiences of
oppression, displacement, and servitude were pervasive in our nation's
history, e.g., the Trail of Tears and displacement of the Native American
due to the Western gold rush (ll. 59-61), and the displacement and servitude of African blacks when Western cultures exploited mines in western
Africa (ll. 63-65; 70-71) then transferred systems of servitude to America. Such examples imply that suffering is not to be particularized.
Thirdly, the voice of the Tree implies American colloquialisms suggesting that obligations have been satisfied. Reminiscent of familiar expressions such as "You have arrived" and "Your dues have been paid," the
Tree says, "Each of you ... has been paid for" (11.54-55) and "... your
passages have been paid" (1. 70). More than just an allusion to the
servitude of blacks, the expressions also embrace the images of inden-
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tured servants from the European continent. Collectively, these images
of social injustice are recast as rites of passage. History serves only as
proof that the rites of passage have been completed.
The message is not to redress the pain of the injustices. As the Tree
argues, "History, despite its wrenching pain,/ Cannot be unlived, but if
faced / With courage, need not be lived again" (II. 73-75). Just as the
Rock called the audience to confront its destiny and to "seek no haven
in [its] shadow" (II. 11-12), the Tree argues for transcending constraints
of the Present Order "with courage" (I. 75) and committing the spirit to
the doctrine for eternal life.
The source of transcendence appears twofold. First, as argued
above, courage arises from the knowledge that history serves only as
proof that the rites of passage have been paid. Second, a new direction
arises from trust in the eternal spirit. If the trinity of "I, the Rock, I, the
River, I, the Tree" (I. 69), originally three "Hosts" (II. 1-2), become
unified--incarnate--in the "I [who] am yours" (I. 70), then the trinity may
be seen as the Trinity, which offers rebirth to humankind. Similarly, in
likeness to the symbolism of religious myth, "root[ing] yourselves beside" (I. 66) the Tree of Life may he seen as accepting grace as an
investiture of eternal life, for symbolically the Tree has endured. The
command to "root yourselves" is not unlike a commandment for personal
commitment to the sovereign Spirit. Thus, possessing the courage to act,
as well as possessing the grace of God, means freeing the spirit and
investing it with a voice.
The dream has been for self-actualization, to respond to the true
yearning (I. 41 ). In stanzas 8 and 9 the narrator finally urges that response. The mood of the verb becomes imperative. Rhythmically, the
narrator exhorts the audience to "Lift up ... faces" (I. 71), "Lift up ...
eyes" (I. 76), "Lift up ... hearts" (I. 78). The effect is compelling.
However, not until stanza 9, does the narrator exhort the audience to
"give birth again / To the dream" (II. 78-79).
In the tradition of the myth, a new day brings a renewal of spirit.
The promise of renewal concludes stanza 8: Lift up your faces, you
have a piercing need / For this bright morning dawning for you (11.7172). A new day can also symbolize the spirit of rebirth, expressed in
stanza 9: Lift up your eyes upon / The day breaking for you. / Give
birth again / To the dream.
Contrasts in the poem's references to time and space heighten the
difference between the past and the future and between the temporal and
the eternal. These contrasts intensify the need to "give birth again to the
dream" (I. 78-79). For example, "long since departed" (I. 2) is contrasted
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with "but today" (I. 9), and "face your distant destiny" (I. 11) is contrasted with "crouched too long in/ The bruising darkness" (II. 15-16). In
addition, the present condition of cynicism is contrasted with a biblical
allusion to Genesis, a time when the spirit of God entertained an innocent human race (II. 37-39). Again and again, an urgency to act is
expressed: "The Rock cries out to us today" (I. 21); "yet today I call
you" (I. 32); "for this bright morning dawning for you" (I. 77). Finally,
renewal is intimated in the conclusion: No less to you now than to the
mastodon then (I. 98).
Symbolically, the dream is taken into the hands, molded, shaped and
sculpted (II. 81-83). Like a work of art, the dreamers are urged to shape
their dream to suit their "most private need" (I. 82) while giving it the
image of their "most public self' (I. 84). Then, more likened to the
image of a parent reaching to encourage a child's first steps, "the horizon
leans forward, / Offering space to place new steps of change" (I. 92).
The dream has been born though the potential is not yet realized.
To those who detect the "pulse of this fine/ new day" (11.93; 99),
the occasion appears to give life to the dream. The pulse is indicative
of the spirit of the country personified. It is a real presence felt on the
occasion of each inauguration when the people gather together in the
spirit of the day. That pulse is suggested in the repetition of aural
rhythm and the substitution of "your sister's eyes and ... your brother's
face" (II. 101-102) for "me, the/ Rock, the River, the Tree" (II. 95-96).
Clinton himself (CBS News, 1993a) referred to the "pulse of the people,
the sense of the moment" as the inspiration for his speech which helped
him finish it twenty-four hours before the inauguration. No less to the
American audience than to Clinton, the promise and the energy of a
Presidential inauguration is indisputable.
In stanzas 11 and 12, the verb is no longer imperative; the use of the
word may (II. 94; 100) implies an expectation, desire, or some degree of
likelihood (Webster's, 1960, p. 704) relative to the possession of courage
(I. 94) and grace (I. 100). Both courage and grace appear prerequisite
"to look[ing] up and out" (II. 95; 100).
Both expressions, reminiscent of American colloquialisms "looking
up" and "looking out," are expressions for hope and anticipation. First,
the narrator suggests that by looking "upon [italics added] the ... country" the audience may have the courage to recognize diverse riches in a
land unaffected by time (II. 95-96). Second, the narrator suggests that
by looking "into [italics added] the eyes of its brotherhood and sisterhood
(I. 101), the audience may have the spirit to actualize an opportunity for
honest, forthright communication. The rhetorical end of the poem, the
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desired result, provided an image of family unity and promises a wealth
inherent in interpersonal communication.
The vocabulary of the last four lines is unsophisticated; the lines,
brief; the sounds, soft. The narrator says, "... simply,/ Very simply,
/ With hope, / Good morning" (II. 103-106). The invitation seems so
simple. The audience may reason that a response cannot be difficult.
Throughout the work, rhetorical properties of verbal and nonverbal
communication are significant. Initially, the audience is characterized in
nonverbal terms and is described as using speech as a weapon (II. 19-20).
The desire of diverse groups to respond to calls for change is acknowledged, but as separate voices (II. 41-50), no change is effected. Until
they set aside their special interests and ~ee themselves as members of
one family--as brothers and sisters, they may not be able to address the
problems.
The Rock, the River, and the Tree symbolically join to speak as one
voice (II. 69-70) and invite the audience's members, presumably originating from the same spirit, to join them. The call is to act courageously
and hopefully, to act constructively as well, not focusing upon undoing
what has been done, but upon creating new beginnings through oral
communication to meet present needs and desires. They may begin
"simply," once they recognize their common attribute, a God-given spirit
(11.101-106).
The hope is for a new day--a day without the sounds of cynicism.
Speaking in unison, those who yearn may "say simply" (I. l 04) that they
accept the conditions and "with hope" (1. 105) welcome the opportunity
for change. There are no concrete promises nor specific agenda.
Inasmuch as compassion may be inferred from the term "yearning"
(1. 41), reinforced ethically as a "true" (I. 41) feeling; and inasmuch as
the response is envisioned as an oral exchange ("to respond to the singing River. .. So say the Asian, the Hispanic," etc., 11.43-48) and as an
act of composure (suggested by the soft alliterative properties in "So say
... " as opposed to the Rock's "cries," 1. 9 and 1. 21, and the River's
melancholy, "beautiful song," I. 24), the intended response may be
presumed respectable.
As the distinct subcultures (11.43-48) in stanza 6 are renamed "they"
(11.49-51 ), the separateness of multiple identities is lost. The imagery
transcends differences which might divide the audience if addressed
separately or if addressed through archetypes unique to the various
subcultures in the audience. Instead each voice addresses universal
cultural traditions through universal archetypes. The image of unity is
strengthened as "they" function as one body from stanza 8 through stanza
12.
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Sentence structure contributes to the strength of the collective voice.
The inverted sentence structures (11.41-49) shift to subject-first structures
(1. 49) and are reinforced through repetition (1. 51). In addition, the
verbs shift from state of being (1. 41) to action, expressed by the verbs
say and hear (I. 49 and 1. 51). Consequently, the cultures are recast from
distinct positions of interest, relatively ineffectual though affirmative in
their voices, into a single audience, hearing one message intended for all
"humankind" (I. 52).
Together imagery and syntax offer a communication model for the
audience to follow. First, each voice vocalizes ("cries," 1. 9; "sings," 1.
24; "speak[s]," 1. 52) a negative condition affecting the audience's
present attitude. Then each invites the audience to transcend such
circumstance by establishing social interaction, free of cynicism, with the
speaker. At each stage of the address, a new speaker joins with the
preceding voice[s], until all are rooted in one place and promise not to
waver in their commitment. Thus the model suggested by the imagery
and syntax implies a transfer of power existing under the former conditions to a rededicated, unified body.
Angelou's Philosophy: Her Personal Sense of Truth and Its
Relationship to Reality
Though the expression "Good morning" seems simple and the transcendence suggested by the text seems feasible, the portrayal of historical
struggles is highly dramatic. So are the rites of passage. The drama is
intentional. The experiences themselves are not unlike those in
Angelou's life, and the dramatic persona, not unlike that which has
allowed her to speak synedochically for all black Americans.
Her experiences have been the experiences of young, black girls in
the Deep South realizing both racial prejudice and the source of courage
necessary to transcend oppression (Angelou, 1970). Her experiences
have been the experiences of black, single, unwed mothers trying desperately to make a living and to raise a child while exploiting and being
exploited (Angelou, 1974; Braxton, 1991, p. 4). Her experiences have
been the experiences of the African American looking for roots in Africa
and discovering that "you never leave home" (Angelou, 1991; Gruesser,
1990, p. 8; Oprah Productions, 1993). Her experiences have been the
experiences of the blacks in the civil rights movement and women in the
women's movement, coming of age (Angelou, 1981; Neubauer, 1983, pp.
125-129). By her intention, through each autobiographical volume, her
personal experiences became symbols, fictionalized so they might be
transformed from personal truths to a verisimilitude of the black experience (Braxton, 1991, p. 7; Tate, 1983, pp. 2-3; Neubauer, 1983, p. 127).
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Repeatedly in her autobiographical fiction, in her lectures (Angelou,
1993d), in the style of her living, Angelou "has triumphantly created and
recreated the self, endowing her life story with symbolic significance and
raising it to mythic proportions" (Braxton, 1991, p. 1). Yet she entrusts
not only the survival of her race but also its inspiration to the black
poetic genre (Angelou, 1970):
Oh, Black known and unknown poets, how often
have your auctioned pains sustained us? Who will
compute the lonely nights made less lonely by your
songs, or the empty pots made less tragic by your
tales?
If we were a people much given to revealing secrets, we might raise moments and sacrifice to the
memories of our poets, but slavery cured us of that
weakness. It may be enough, however, to have said
that we survive in exact relationship to the dedication
of our poets (include preachers, musicians, and blues
singers) (p. 180).
In agreement with these perspectives, "On the Pulse of Morning" not
only appears to reiterate her message about self-realization but also to
incorporate elements of the genre which she believes is inspirational to
her people.
According to her admission (Tate, 1983), she has made each experience in all her writing appear as a "poetic adventure" (p. 5), as a symbolic experience. Though each may act as a synecdoche of the black experience, Angelou envisions them as representative of humankind (ChouEoan & Burleigh, 1993):
What I do is speak to the black experience, that's what
I know. But I'm always talking about the human
condition. I use what I know to say this is how we
. are. This is how human beings are. This is how we
can overcome. This is what can make us laugh (p.
62).
The facts in everybody's life may be different, says Angelou, but the
"truth" is the same (Graham, 1991, p. 407). "In all my work, what I try
to say is that as human beings we are more alike than we are unalike"
(Manegold, 1993, p. C8). Angelou believes that being able to show this
in her work, being able to draw the similarities of one group alongside
another and articulate the "truth" in their existence, may be the reason
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Mr. Clinton asked her to write the inaugural poem (Manegold, 1993, p.
C8).
Angelou's extension of "truth" beyond the black experience is
suggested through two avenues in the text "On the Pulse of Morning."
First, stanza 6 delineates subcultures differing in race, ethnicity, religion,
sexuality, affluence and education--including blacks among the numbers
but not distinguishing them from others in their desire nor even suggesting that one group's desire is paramount to that of the others. Second,
in stanza 8, American subcultures--enumerated as Native Americans (II.
57-58) and immigrant populations from Europe, western Asia and far
north of America (I. 62)--are identified as "descendants of some passed
/ On traveler: (II. 54-55) just as western Africans and indentured servants
are identified. In apposition to the "you" addressed throughout the poem,
these groups suggest a set greater in membership than the black culture
but inclusive of it. The groups enumerated in the text appear to function
synecdochically for all disenfranchised peoples in the melting pot.
Therefore, the redefinition of self envisioned by Angelou appears applicable to all implicated in the terms of address.
Sources of the Literary Persona and Imagery in
"On. the Pulse of Morning"
Angelou heightens the drama in each "truthful" experience of her
autobiographical work and frequently her poetry through the voice of the
narrator. Her admiration of Frederick Douglass' ability to speak for the
collective black experience led her to work with the technique of the
slave narrative: to speak in the first person singular but convey a sense
of the plural (Neubauer, 1987, p. 286). The voices of her narrators
sound powerful, but each is locked in its own character's perspective of
a first-person experience (Braxton, 1991, p. 2). As her poetry demonstrates, (Ramsey, 1984-85, p. 143), this persona often speaks to an
audience collectively, adding the dynamic of drama's present tense. Its
effects are evident in the explication of the inaugural poem .
What is not evident in the explication, however, is the significance
of the relationship between popular black literature and Angelou's text.
Most influential are the works of the black scholar W.E.B. Du Bois and
the poet James Weldon Johnson, as well as the lyrics of black spirituals.
From close readings of Du Bois, Angelou draws substance and
lyricism. For example, in response to W.E.B. Du Bois' argument of the
"double consciousness" (Hill-Lupin, 1991, p. 183), which she came to
understand while in contact with him in Africa (Angelou, 1991, p. 23),
she has developed an approach to meeting the black culture's need for
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self-esteem. She incorporates this in the theme of "On the Pulse of
Morning." From the titles of his well-known works Dusk of Dawn (Du
Bois, 1986) and "Of the Dawn of Freedom" (Du Bois, 1986) may have
come the image of morning as it appears in Angelou's poem. Certainly
the following, taken from Apology in Dusk of Dawn (Du Bois, 1986),
presents some possible sources (indicated in italics) of her imagery:

I

Finally, the symbols of the black spirituals suggest sources of imagery. The symbols of rock, river, and tree, Angelou, herself, publicly
credited to spirituals (Angelou, 1993a; Oprah Productions, 1993): the
rock from "No Hiding Place Down Here"; the river, from "Deep River,
My Soul is Over Jordan" and "Down by the Riverside"; and the tree,
from "I Shall Not Be Moved." No doubt, the conclusion of "On the
Pulse of Morning" may also have come from these and other spirituals,
for "always in the black spirituals there's the promise that things are
going to be better, by and by" (Shuker, 1990, p. 19).

I have essayed in a half century three sets of thought
centering around the hurts and hesitancies that hem the
black man in America. The first of these, "The Souls
of Black Folk," ... was a cry at midnight thick within
the veil, when none rightly knew the coming day. The
second, "Darkwater," ... was an exposition and militant challenge, defiant with dogged hope. This the
third book started to record dimly but consciously that
subtle sense of coming day which one feels early
morning even when mist and murk hang low (p. 551).

Significance of the Poem's Symbolism and the Poet as Symbol

In addition, "On the Pulse of Morning" is reminiscent of James
Weldon Johnson's, "Lift Every Voice and Sing," a song familiar to most
black children in the Deep South of Angelou's youth (Angelou, 1970, p.
179) and the song considered by many blacks to be their national anthem
(Angelou, 1970, p. 178; Shuker, 1990, p. 35). The influences of substance and language (italicized ) are apparent (Johnson, 1963):
Lift ev'ry voice and sing
Till earth and heaven ring
Ring with the harmonies of Liberty (imagery)
Stony the road we trod
Bitter the chastening rod
Felt in the days when hope, unborn, had died.
Yet with a steady beat
Have not our weary feet
Come to the place for which our father sighed?
We have come over a way that with tears has been
watered,
We have come, treading our path through the blood of
the slaughtered.
Out from the gloomy past (imagery)

Till now we stand at last
Where the white gleam of our bright star is cast (p.
101-102).
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By drawing from these familiar sources of the black experience,
Angelou ennobled them before the general audience and particularized
her message for the black population. In the context of the inauguration,
these choices redefined elements of the black experience for the general
public and redefined the meaning of the inauguration for the black
population. Yet the power of the archetypal symbols of rock, river and
tree reach beyond the emblematic significance of the elements in the
black experience; the power of myth is pervasive and as old as myth
itself.
According to established scholar Mircea Eliade (1968), whose
language and images are echoed in Angelou's poem, myths do not ensure
success, but they capture the relationships between the world and man
and instruct man in his experiences:
Myth, in itself, is not a guarantee of 'goodness' or
morality. Its function is to reveal models, and in doing
so, to give meaning to the World and to human life.
It is through myth. . . that the ideas of reality, value,
transcendence [sic] slowly dawn. Through myth, ...
the World can be apprehended. In telling how things
were made, myth reveals by whom and why they were
made and under what circumstances.
All these
'revelations' involve man more or less directly, for
they make up a Sacred History (pp. 144-145).
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Recognizing that "every significant cosmic object has a 'history,'" says
Eliade is "as much to say that it can 'speak' to man" (p. 142). Furthermore, "if the world speaks to him through its heavenly bodies, its plants
and animals, its rivers and rocks, ... man answers it by his dreams and
his imaginative life ... by his ability to die and return to life ritually in
initiation ceremonies, by the power to incarnate a spirit by putting on a
mask" (p. 143). Presumably, to the disciple of such myth, not only
animals can communicate with humankind, "but also the rock or the tree
or the river. Each has its 'history to tell ... , advice to give'" (p. 143).
With Angelou's appropriation of the three archetypal symbols of the
spirituals, she invokes images of what are perceived as "fixed and enduring in the universal flux" (Eliade, 1968, p. 140). They are not temporal;
they represent the preternatural and are held sacred. Their messages are
likewise sacred.
In keeping with the tradition of the myth, what is perceived as
"reality" is not necessarily locked in the absolutes of time, not in "realities" of oppression. Humankind may free itself, may transcend the
Present Order if the sacred order of an earlier time is recovered. For
example, in the universal order of the poem, the sacred order is a time
before servitude and before the evils of oppression entered the world, or
in a more immediate context, the sacred order means a time when the
Democratic party governed from the ·white House.
Angelou's poem not only re.;ounts the fundamental stages of the rites
of renewal, it explicitly names the agencies of reconstruction--courage
and grace--and addresses the audience directly as agents of change. The
voices of the Rock, the River and the Tree exhort participation from an
audience who profess interest in that renewal by virtue of their presence.
Endowed with supernatural powers which allow them to transcend the
constraints of time, the personifications of the Rock, the River and the
Tree promise a kind of renewal, analogous to that idealized in the occasion of the inauguration. The ethos of each speaker is further enhanced
by the merit of their subjects: an earlier, egalitarian state of the society
and the need to satisfy a commonly shared, "true yearning." When the
deities become unified as One Spirit and invested in the audience, the
channels focus more sharply on the agencies of change governed by each
member of the audience. The appeal becomes more urgent.
The dramatization of the ritual by the poet herself created the dynamic which made the poetic experience a fitting response to the rhetorical situation. Notably a seeker of her own identity as a woman and a
black, Angelou stood as a synecdoche for her audience. Her presence,
replete with a conscious dramatization of courage and grace (Oprah
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Productions, 1993), argued for the agencies defined in her verse. After
all, she was participating in the rites of renewal as the archetypal Trinity
incarnate. The role had been sanctified by the invitation of the President.
Her presence on the platform spoke rhetorically of inclusion, of recovered status, of a rebirth of the black culture and of a nonsexist society.
As an enactment of Clinton's policy and a response to the exigencies
of the inauguration, she stood as a symbol of change. The poem and its
enactment spoke most "truly" of the black experience. Yet by her
association of blacks with other minorities in common experiences
defined within the text and by allusion to Genesis and invocation of
Christian doctrine inherent in the images of the Trinity, Angelou offered
substantial argument for a broader recognition of the "truth" in the
message.
Exigencies Affecting the Situation of the Inauguration
Theoretically, the inclusion of poetry in the inaugural ceremony
seems a fitting complement to the traditional rhetorical response of the
inaugural situation. Traditionally viewed as distinct in form and style,
rhetoric is popularly viewed as logical while the poetic is recognized as
expressive and emotive (Frye, 1967, p. 337). Therefore, poetry may be
seen as a complement to reason and a means to bridge the gap between
the emotional and the logical (Frye, p. 337). Reasoning from the opposing natures of these modes of expression and from the example of the
Kennedy inaugural 32 years earlier, the Clinton inaugural committee
appeared to have concluded that poetry might serve as a fitting response
to the popular demand for a new generation's leadership, of which
Clinton's election was an endorsement.
Clinton's frequent emulation of Kennedy many times during the
course of the campaign and Clinton's appropriation of the symbols of
Camelot as fitting for a new generation in the Nineties ("Profile: Caged
Bird," 1993, p. 98; "Two Speeches," 1993, p. 4) may have provided the
initial prompt for Angelou to function as Frost did in presenting "The
Gift Outright" (Molotsky, 1992, p. L8). However, Frost was the equivalent of the nation's poet laureate at the time he spoke; Angelou was not.
Still Kennedy and Frost were from the same northeast region of the
country, and Clinton and Angelou both herald from the same economically depressed state of Arkansas. In itself that does not defend
Clinton's choice of Angelou in preference to the nation's poet laureate
Mona Van Duyn ("Poetic Justice," 1993, p. 34). Other factors defend
Clinton's selection of Angelou more directly. Their professed faith in
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God, their public proclamation of their faith, and their "practical vision
of how to use their own resources" ("Profile: Caged Bird," p. 98) may
have made the persona of Maya Angelou more fitting than Van Duyn,
considering the intended appeal to the audience and the tone which
Clinton sought for the occasion.
Relevant also to theory, any response should suit the needs of the
audience and the occasion. Answering a need for redefinition of the
status of minorities and marshalling a tone for the forthcoming term of
office, the Clinton inaugural committee sought symbols which were
intended to appeal to a diverse population, to recognize American themes
of inclusiveness, responsibility, and renewal ("Changing of the Guard,"
1993, p. 165), and to communicate immediately an enthusiasm to address
the nation's problems anew. After a11,Clinton's election had depended
on populist appeal (Hitchens, 1993, p. 186) and according to William
Leuchtenberg (CBS News, 1993b), professor of American history at the
University of North Carolina at Chapel Hill, "for the most part, those
Presidents who have been effective have set the tone of their administration at the inauguration."
To satisfy those ends, the symbols of Clinton's inaugural celebration
were rooted substantia11yin the American pop culture and in minority
cultures. As examples of the New Administration's commitment to the
American pop culture, 50 faces of freedom, people chosen from the
common walks of life along the campaign trail, were feted at an inaugural luncheon termed the "Faces of Hope" luncheon ("Blacks Play," 1993,
p. 12; Miller, 1993, p. 23); and a wall ofhope, titled "The American
Town Hall Wa11," inviting handwritten messages from the populace
attending the inauguration, served as an agency for direct, personal
communication with the White House (Hamburger, 1993, p. 78). As
examples to the black culture, Clinton delivered an epideictic speech at
a black university on the Martin Luther King holiday, and he became the
first President to attend the traditional inaugural church service at a black
church ("Black America's Biggest," 1993, p. 119). Even the entertainment--the largest and most lavish of any American performance (Mundy
& Hochman, 1993, p. 32)--appeared to be "a musical melting pot," where
black entertainers figured prominently ("Blacks Play," 1993, p. 17).
Most effectively, the spectacle delivered a mood and concrete symbols
with unexcelled intensity.
The plethora of symbols and the effort to reduce their levels of
abstraction were expected to revivify the inauguration for the populace.
Even the title of the whole affair, "An American Reunion" ("Black
American's Biggest," 1993, p. 116) connoted an extended family celebration renewing their relationships although the promise of a "part
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Woodstock, part Hollywood" gala suggested a renewal of a different
order for some (Miller, 1993, p. 23). Metaphorically for America's
subcultures, participation in the rites of the inauguration spoke as participation in rites of rebirth and renewal. The extensive coverage of the
media and the appeal of popular and minority symbols "[gave] people
something to touch and [the occasion to] say, 'I see it"' (Mundy &
Hochman, 1993, p. 32). By contrast with previous inaugurations,
Clinton's inauguration spelled change.
The symbolism was appropriate to a political style appealing to the
Baby Boomers and becoming the standard on the American scene.
Today's speeches are not moving epistles written in the style of classical
orators; nor are today's speeches published as collections and devoured
as bestsellers, such as the times before Franklin Roosevelt (Sobran, 1993,
p. 37). Today's speeches are intended for the immediate effect commonly generated by a commercial (Jamieson, 1988, pp. 115-117; Sobran,
1993, p. 37).
The employment of the televised media as a popular public medium
for broadcasting information about the inauguration has elevated a
nonverbal, highly visual symbol system which may contradict as well as
reinforce verbal rhetoric. Its conditioning effect on the viewing public
is what one critic describes as "the corollary to Andy Warhol's maxim
about fame: Everyone has an attention span of about 15 seconds"
(Corliss, 1993, p. 69). Because the nature of the televised media restricts
much of its transmission of news to sound bites of short duration and
accompanying visual clips of corresponding length, the nature of the
nonverbal symbols must be unequivocal and immediately recognizable
to be effective. In rhetorical terms, the situation demands a movement
from the verbally discursive mode of the past toward a more presentational mode.
This new generational, American style was the style Clinton employed during the election (Friedman, 1993, p. A14). It was also the
style used by Clinton for his inauguration (Friedman, p. A14). Throughout the scene, there emanated a movie magic that studded one popular
star image after another onto the screen (Corliss, 1993, p. 69). Perhaps
the style was appealing because President Clinton had had difficulty
generating imagery and vitality in his speeches, as evidenced by what he
had written himself (Sobran, 1993, p. 37), or perhaps he preferred a style
of address that was highly emotive and less formal, which had also been
true of his own work (Klein, 1993, p. 30). Whether Clinton embraced
the style to enhance his own or because the Kennedy brothers and
Reagan had proven its merits (Hitchens, I 993, p. 186), the communica-
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tion of political policy via symbolism became the standard of the occasion.
Any one of the aforementioned may have served as an exigency for
the invitation to Angelou; on the other hand, a combination may justify
Clinton's choice of Angelou as a fitting response to the discursive and
presentational demands of the situation. The interaction of the symbols
in the text with Angelou's enactment of the message reaffirmed the
commitment to diversity and change which the President professed in his
speech and campaign. On a broader scale, in the context of the inauguration, Angelou's poetry and her performance enhanced the drama of the
inauguration and reinforced the truth of the President's rhetoric.
Published Criticism of Angelou's Poetry and Performance
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Very few literary or rhetorical criticisms of "On the Pulse of Morning" have been printed. What has been published is terse and more
critical than approving. At its worst, criticism says the verse "in its peak
moments achieved doggerel," that "the poem earned a place in Bartlett's
Familiar Quotas," and in terms of effects, that it occasioned "one of
those moments everyone tries to be tactful about" (Sobran, 1993, p. 37).
Another critic likened the poem to "a mishmash of T.S. Eliot's 'Ash
Wednesday' and 'The Politically Correct Handbook'" ("Verse and
Worse," 1993, p. 26) while still another critic dismissed the poem entirely, calling Angelou "the poet who put the quota in quotation"
(O'Sullivan, 1993, p. 4). At its best, one critic said the poem "was hard
to follow, but touched all the bases, affirmative-actionwise" (Sobran,
1993, p. 37). That was similar to the opinion held by one of Angelou's
contemporaries, the poet laureate who had been by-passed by Clinton in
favor of Angelou ("Poetic Justice," 1993, p. 34).
As for the performance of the verse, one critic said Angelou's voice
"rumbled out" at "an octave lower that Clinton's" (Sobran, 1993, p. 37),
another likened the utterance to a hymnal chant, and a third described it
as "the sound of summer evening thunder rumbling somewhere off in the
distance" (Haynes, 1993, p. 70). In marked contrast, another critic
(Hitchens, 1993, p. 186) suggested that sound and substance of the verse
functioned together much like an introductory jingle from Good Morning,
America.
In her own words, Angelou admitted that the finished poem would
be/was less than what she would have liked. Before she had finished it,
she confided, "I think that the poem I'm working on, if I had six more
months, I could make it into something" (Chou-Eoan & Burleigh, 1993,
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p. 62). Then almost six months later, she pointedly called the poem
"good" but said a few more months would have helped in "reducing" its
language so "it could have been great" (Oprah Productions, 1993).
Sacrificed due to time constraints were "some of the strategies and
resources of poetry," namely "a certain density of imagery and a tightness of the poem--any kind of complicated imagery," said Mona Van
Duyn ("Poetic Justice," 1993, p. 34).
Yet the most significant criterion of the presentation by this poet-asrhetor may not be measured in the quality of her verse nor the moment
of its presentation. The evidence which spoke most dynamically was
Angelou's presence on the platform. As one author remarked, "This
woman could have read the side of a cereal box. Her presence was so
powerful and momentous" ("Overheard," 1993, p. 23). To call that
presence an indulgence of popular sentimentalism (Klein, 1993, p. 30) or
tokenism (Hitchens, 1993, p. 186) is to bed oneself in the politics of the
event and miss the truth of the situation.
Angelou's presence communicated the unmistakable message Clinton
needed to communicate. Similar to Clinton's campaign song, "Don't
Stop Thinking about Tomorrow," the text was generically poetic and
focused upon images associated with the dawning of a new day. However, the symbolism of the text and the medium of enactment pronounced
the message rhetorical. More persuasive than the word alone, more
persuasive than other genre could intimate, the word made deed was
what the American people and viewers around the globe perceived as the
policy of the New Administration. The New Administration meant
"change."
A Summation of the Rhetorical Significance
According to headlines in The New York Times (Friedman, 1993, p.
Al4), the oath for the Presidential office was administered "Amid a
Pageantry of Diversity, [with] Homage to Election Themes." Acting as
poet-rhetor, Maya Angelou contributed to the pageantry and paid homage
to themes of diversity. In keeping with the major task of the epideictic
speaker (Golden, Berquist, & Coleman, 1976, p. 33) Angelou lauded the
virtues of courage and grace in rites of renewal and rebirth. At the same
time, she communicated in a style rhetorically effective for a new generation of Americans, employing both discursive and presentational symbols. Though the text suffered, her presence was a distinct and unequivocal symbol. More convincing than the style and substance of her verbal
symbols, Angelou's own persona argued rhetorically that the country had
come face-to-face with change.
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IV. The Appropriateness of Poetic Text and Enactment
in the Inaugural Situation
Exigencies and Constraints Inherent in the Presidential Inauguration
By tradition, the American inauguration is expected to unify the
American people, laud the renewal of the American political system, and
set the tone for the Administration's ensuing term. The occasion is
envisioned as a dramatic moment of great import (CBS News, 1993b):
You can't beat the inauguration for dramatic impact,
especially when we remember just how unusual in
history, how unique in history, how viable this peaceful transition of power is.
If "tradition itself tends to function as a constraint upon any new response in the form" (Bitzer, 1968, p. 13), then the fitting response must
recognize the substance and style traditionally defined in the dramatic
form of the inauguration.
Yet each inauguration must respond to exigencies and constraints
unique to the New Administration and the occasion. For example, the
demands upon Kennedy were not the same as the demands upon Clinton,
though some of the issues of the Kennedy scene persist today. In addition, changes in the nature of the media have imposed different constraints on the presentation of the drama since the Kennedy inauguration.
To respond to the exigencies and constraint unique to each situation and
to satisfy the nature of the occasion require communication that dynamically addresses a new generation's consciousness.
Of select importance may be the communication of the poet-rhetor,
the focus of this criticism. The notation of similarities and distinctions
between the acts of the respective communicators at the only two inaugural occasions employing poets as rhetors may illuminate the appropriateness of such a response to the exigencies of their inaugural situations.
The goal is not to legislate the principles of a particular genre, a practice
of critics against which Burke (1966, p. 33) and Simons (1976, p. 48)
advise, given the limitations of this criticism. Of primary interest herein
is the dynamic interplay of symbols which contribute to the drama of the
inaugural rhetoric.
Precedence and Distinction: Frost and Angelou
An exigency similar to both Clinton and Kennedy appears to be the
factor which warranted Clinton's imitation of Kennedy's inaugural scene:
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the need to reaffirm the Administration's commitment to a new generation and the desire to unify the American people. For Kennedy, the
"subalterned symbol" of Camelot and the "synecdochic pontifex 'Ask
not. .. '" constituted a change in Presidential style and a substantive
message (Jamieson, 1988, p. 96). Although the issue of commitment and
the role of the new generation was contained in the substance of Frost's
text, the inclusion of a poet and the poetic genre for the first time on the
inaugural scene redefined the dramatic conventions in the occasion.
Invoking images of Kennedyesque Camelot, Clinton tried to stimulate a
similar romantic association between the Administration and the populace. While the audience's belief in the recovery of Camelot cannot be
quantified, the Administration's intent was clear. Not only parallels
between the Presidents' rhetoric ("Two Speeches," 1993, pp. 4, 6) but
similarities in staging the scene through the act of a poet-as-rhetor
prompted Baby Boomers to acknowledge the New Administration's
intent to revive a bygone age.
The differences in the poets' personae signal distinguishing motives
in the two rhetorical situations. Exigencies and constraints unique to the
respective Administrations required distinct substance and therefore
warranted different personae to serve as enactments. For example,
Kennedy's appeal to the intellectual constituents in his audience warranted his invitation to Frost and the specific selection of substance in a
preexisting text, "The Gift Outright" (Morison, 1964, p. 48); Clinton's
appeal to the populace, and specifically black and female constituencies,
warranted his invitation to Angelou and to her synecdochic literary
persona ("Black America's Biggest," 1993, p. 119; "Blacks Play," 1993,
pp. 4, 11; Clift, 1992, p. 37). In each case the invitation conferred
national status on a persona. In the case of Frost's poem, the selection
either by Kennedy or Frost of text from Frost's previously published
work indicated the likelihood of Kennedy's review before endorsement.
In the case of Angelou, the invitation made no stipulations about text-only a reference to Frost's work as being 16 lines, but the invitation was
accompanied by a pointed request that the work be read by the poet
(Harpo Productions, 1993), which suggests the significance of the dramatic component. Thereby, the Administration endorsed the image of
the poet and issued a license for the style and substance of the text.
Correlations between the Administration's campaign promises and the
character of the poet and text were perceived as confirmations of policy.
Each of the two acts served as evidence of intent. Perhaps more persuasive than verbal reiteration, the apparent transformation of the word into
deed which was communicated through enactment intimated the trustworthiness of the New Administration to honor commitments expressed in
the campaign.
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The texts of the two poets differed in response due to the exigencies
of distinct occasions. Frost's text was not written as occasional verse
though it functioned effectively as such in 1939 and 1961. The text
addressed Americans as a body, functioning collectively but requiring a
recovery of spirit. When adapted by the change of a single word and
applied to the situation of the Kennedy inauguration, the poem offered
a recovery of spirit that was suitable for New Frontiers. In contrast,
Angelou's response was more situational. Angelou addressed separate
factions of minority status who were spiritually enslaved by a cynicism
from a history not of their own making, and she encouraged them to set
aside that cynicism if they were to function collectively. Though more
esoteric in its appeal, Angelou's poem appealed as well to the American
population at large for the implications that a "true yearning" meant a
desire for the inalienable right to freedom. Though differing in their
specific themes, both poems called for a renewal of spirit, for recognition
of common, unifying values, and for personal dedication to America's
future.
Toward similar ends, both poems employed evocative symbols, symbols which their own personae dramatized. Frost acted as a bard, alluding to a Manifest Destiny. Angelou's voice characterized the voices of
the Trinity and her physical presence, a synecdoche of the minority
population, seemed invested with the Spirit. In each instance, the symbols of the text and the enactment by the poet proffered images that
complemented the discursive properties of each President's speech. The
dynamic interplay of the discursive and non-discursive modes heightened
the drama of the occasion.

Changes in the Situation of the Presidential Inauguration:
Media Constraints
Granted changes in future administrations' policies and the individual
personalities of the leadership, the traditional character of the Presidential
inauguration may incur few changes. Yet the constraints imposed by the
broadcast media and the expectations of the audience who attend the
broadcast may have significant impact on the rhetorical acts of future
inaugurations. As Clinton (1993) noted in his 1993 inaugural address:
When George Washing ton first took the oath ... , news
traveled slowly across the land by horseback and
across the ocean by boat. Now, the sights and sounds
of this ceremony are broadcast instantaneously to bi!-
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lions around the world (p. 192).
Both aural and visual symbols, attributable directly to the source, now
appear as significant as verbal symbols. If the Administration delivers
its message to a television audience, the Administration cannot ignore the
"stylistic qualities and emotive capacity" representative of a medium
which has shifted from the audiovisual segments of the 1960s to sound
bites today (McCubbins, 1992, p. 2).
Subjected like an Administration's verbal rhetoric to the constraints
of the television sound bite, aural and visual symbols warrant selection
for their synecdochic properties (Jamieson, 1988, pp. 60, 113-117).
Accordingly, an Administration may select specific issues and communicate their significance through agenda-setting impressions. Collectively,
such nondiscursive symbols may communicate a scope of issues as well
as assertions about those issues. If what is seen is more memorable than
what is heard and pictures are emotive, then the "staged dramatization of
images that identify the politician with us and associate them with
images we approve or disapprove of' (Jamieson, p. 115) can be lasting
impressions which frame future Presidential acts.
For these reasons, the choice of a poet-rhetor can serve as an endorsement of particular values or assert a posture. Furthermore, if the
ethos of the rhetor carries with it a reputation as a contemporary legend,
then the presence of the rhetor implies the Admini~tration's commitment
to the continuity of the legendary order. By juxtaposition to the rhetoric
of the Presidential address, the presence of the poet-rhetor not only may
contribute pathos or "contextualize" images but also may "specify ensuing action" (Jamieson, 1988, p. 126). For example, Frost served much
as a prologue to "contextualize" Kennedy's movement into the New
Frontiers (Barone, 1993, p. 52), and Angelou served as an epilogue to
Clinton's call for "the deepest measure of unity" to be drawn "from its
myriad diversity" (Clinton, 1993, p. 193). Understandably, the more
carefully coordinated, the more dynamic will be any fusion of style and
substance. Through such derivation, the choice of the poet-rhetor and
other nondiscursive elements, especially visual symbols, can function as
artistic proofs of the New Administration's rhetoric, not limited to the
language of the President's address.
The Interplay of Discursive and Nondiscursive Elements
When the artistic properties of the text or the image of the poetrhetor fail to meet the criteria of the audience in its acknowledgement of
exigencies and constraints, then the potential of the act suffers and the
effects with it. In other words, if an audience recognizes a form, then
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the variables of selection and arrangement must be consistent with the
prescriptive form to fulfill the audience's expectations (Rod, 1986, p.
308). An audience may not be committed to a subject, but the recognition of a form may attract an audience and force "an attitude of assent,"
as Burke (cited in Rod, 1986) calls such collaboration. This means that
the elements of any discursive or nondiscursive rhetoric within the
context of the inaugural situation may be selected and arranged in accordance with the dramatic style and the purpose of the inauguration in
order to elicit agreement with the Administration.
As each act within that context serves as part of a larger rhetorical
context, the New Administration, acting as the producer-director of the
drama, is accountable for the effects. Whenever the artistic proofs of the
poet's text suffer or the persona of the poet-rhetor is in question, then the
assertions of the New Administration suffer also. Both consequences are
clear in the case of the Clinton Administration.
Due to constraints of time allotted for the creation of the verbal
discourse, for example, the imagery of the text may suffer as did
Angelou's. In the context of an inauguration wrought with other symbolic assertions about minority cultures and correlated with discursive
rhetoric about a new commitment to all citizens, Angelou's free verse
recitation of subcultures sounded more like weakly structured discourse
than a poetic argument. Failing to resound as poetry but duplicating
nondiscursive images of multiculturalism elsewhere in the inaugural
drama, Angelou's discourse did not meet the audience's expectations for
emotive, expressive language. Without fulfilling the prescription of the
form, a unique element was restricted from dynamic interplay with other
symbols in the New Administration's rhetoric.
The dynamic interplay also suffered in terms of the poet's enactment
for the Clinton theater. Failing to meet the expectations of a select
number of the audience when measured against Frost as a "prescriptive
form" for enactment, the reputation of the poet-rhetor abated the credibility of the Administration (Meroney, 1993):
President Kennedy, at his inaugural, treated America to the genius of Robert Frost, whose life was one
gigantic poetic achievement after another. Where JFK
offered us genius, Clinton gave us a phantom professor
with a broom-closet office and an assumed name.
More than that, he gave us a clear message that the
White House has no interest in facing the problems
that are destroying our universities (p. 68).
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Instead of enhancement, the dynamic interplay of discursive and
nondiscursive symbols asserted the negative.
Conclusions
Limited to the examples of Robert Frost and Maya Angelou, this
criticism of the rhetorical properties of the inaugural poet's persona and
text may have value for its examination of the recurrent rhetorical form
called enactment, but the criticism is not intended to define rhetorical
enactment as a genre or to define a new inaugural genre. This criticism
has argued that an enactment can provide a fitting rhetorical response to
the exigencies and constraints unique to the drama of a Presidential
inauguration.
From these two examples, a critic may examine similarities and
differences in the agents and agencies in order to determine the extent to
which "any constellation of elements [is] bound together dynamically"
(Campbell & Jamieson, 1978, p. 24), especially with respect to the
recurring enactment by a poet at the Presidential inaugural and the
prescriptive nature of the form in the poetic text. The comparisons and
contrasts may also clarify how each element of the inaugural celebration,
from an element within the microcosm of a single text to that in the
macrocosm of the entire theater, can function as an extension of the New
Administration.
Several conclusions emerged from this study. Reasoning from
Clinton's imitation of Kennedy in the employment of poetry and poet
and supported by Clinton's opening remarks, "by the words we speak
and the faces we show the world, we force the spring" (Clinton, I 993,
p. 192), the critic may conclude the following as the intent of the recurring act: to exhort positive, new impressions in the rites of renewal by
combining spoken rhetoric with the rhetoric of enactment. In response
to the constraints of the television medium, the rhetoric of the enactment
should be immediately and unequivocally consonant with the ideology of
the President-elect and/or the mythical nature of the inaugural occasion.
Reasoning from the effects of the texts and enactments as variables in
the drama of the occasion, the critic may conclude that for today's
populace, the nondiscursive mode using the persona of the poet provides
substantial rhetoric which may provide a longer-lasting impression of the
President than does the discursive. Finally, the critic may conclude that
a dynamic interplay of discursive and nondiscursive elements may
provide a fitting rhetorical response to the drama of the inaugural theater.
The repetition of enactment by a poet at the American inauguration,
constrained by the medium of television, suggests a call for immediacy
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of effect (Jamieson, 1988, pp. 92-93) and possibly a preference for a less
assertive mode, given distinctions about the functions of literary modes
(Frye, 1967, p. 250). Though the drama may suggest a strong consciousness of the society for itself (Frye, p. 249), the inclusion of epos may
seem either an intentional movement away from oratorical prose and
inherently an intentional movement away from the substance of communication, or a conscious effort to address a greater, more diverse audience.
The possibilities of these intentions warrant further research into the
employment of nondiscursive symbols in political messages. Research
questions may focus upon political consultants who "[create] opportunities for recording attractive sound bites and memorable moments that in
tum deliver viewers" to networks (Mickelson, 1989, p. 164); or upon
political candidates who assemble impressions rather than handle arguments. Research may examine "the triumph of imagery over facts, of
symbols over character, and of show business over rational arguments"
(Mickelson, p. 164). Correlations and causations may be discovered
among these variables and "standard[s used] to judge success and failure
... , demands for action unintended by the rhetor. .. , lor] the foreclosure of some rhetorical options and [the opening of] others" (Jamieson,
1988, p. 98).
Because of the ethical implications relevant to the employment of
nondiscursive symbols, the findings of this study reinforce a call for
more careful analysis of nondiscursive symbols. A closer balance
between the analysis of discursive and nondiscursive symbols may be
warranted for criticisms of rhetoric appealing to contemporary audiences.

REFERENCES
Angelou, M. (1970) / know why the caged bird sings. Toronto: Bantam.
Angelou, M. ('1974). Gather together in my name. New York: Random
House.
Angelou, M. (1981 ). The heart of a woman. New York: Random House.
Angelou, M. (1991). All God's children need dancing shoes. New York:
Vintage Books.
Angelou, M. (Speaker). (1993a). On the pulse of morning. (Cassette
recording). New York: Random House.
Angelou, M. (1993b). On the pulse of morning. Congressional Quarterly,
p. 166.
Angelou, M. (1993c). On the pulse of morning. U.S. News and World
Report, pp. 6-7.
Angelou, M. ( 1993d, March 18). An evening with Angelou. Lecture
presented at Eastern lllinois University, Charleston, llJinois.
Barone, M. (1993, January 25). The theater of inaugurals. U.S. News and
World Report, pp. 51-52.
Bitzer, L. F. ( 1968). The rhetorical situation. Philosophy and Rhetoric,
/, (1), 1-14.
Black America's biggest inaugural bash. (1993, March). Ebony,
pp. 116-124.
Blacks play biggest role in Clinton inauguration. (1993, February 8). Jet,
pp. 4-13.
Braxton, J.M. (1991). Maya Angelou. In E. Showalter, L. Baechler and
A.W. Lity (Eds.), Modern American women writers (pp. 1-8). New
York: Charles Scribner's Sons.
Burke, K. (1966). Language as symbolic action. Berekley, University of
California Press.

94

Frost and Angelou

Frost and Angelou

95

Campbell, K. K. (I 972). Critiques of contemporary rhetoric. Belmont,
CA: Wadsworth Publishing Co.

Friedman, T. L. (1993, January 21). Clinton takes oath as 42nd president
and urges sacrifice to "renew America." The New York Times, p. A-14.

Campbell, K. K. (1982). The rhetorical act. Bemont, CA: Wadsworth
Publishing Co.

Frye, N. (1967). Anatomy of a criticism. Atheneum, NY: Princeton
University Press.

Campbell, K. K. & Jamieson, K. H. (1978). Form and genre: Shaping
rhetorical action Falls Church, VA: Speech Communication
Association.

Frost, R. (1942). The witness tree. New York: Henry Holt and
Company.

CBS News. (Producer). (1993a, January 20). Here comes Mr. Clinton.
48 Hours. [Television news magazine.]
CBS News. (Producer). (1993b, January 20). Presidential inauguration
1993. [Television.]
Changing of the guard. (1993, January 23). Congressional Quarterly
Weekly Report, 51 (5), 162-167.
Chou-Eoan, H. G., & Burleigh, N. (1993, January 18). Moment of
creation. People's Weekly, pp. 61-62.
Ciardi, J. (1962, March 24). Robert Frost: American bard. Saturday
Review, pp. 15-17, 52-54.
Clift, E. (1992, December 21). Clinton's cabinet: Beyond white men.
Newsweek, p. 37.
.,,I

Clinton, W. (1993, January 23). Inaugural address: Call for change
main theme in brief inaugural speech. Congressional Quarterly
Report, pp. 192-193.
Cook, R. (1974). Robert Frost: A living voice. Amherst: The University
of Massachusetts Press.
Corliss, R. (1993, March-April). President Clinton. Film Comment.
pp. 65-70.

Gerber, P. L. (1982). Critical essays of Robert Frost. Boston: G.K. Hall
& Company.
Golden, J. L., Berquist, G. F. & Coleman, W. E. (1976). The rhetoric
of western thought. Dubuque: Kendall/Hunt Publishing Co.
Graham, J. (1991, February). Making Language sing: An interview with
Maya Angelou. Journal of Reading, 34, 406-409.
Gruesser, J.C. (1960, May 15). I want poets declared equal to--. The
New York Times Magazine, pp. 23, 105-106.
Hamburger, P. ( 1993, February 8). The inauguration. New Yorker,
pp. 76-79.
Haynes, K. A. (I 993, April). Maya Angelou: Prime-time poet. Ebony,
pp. 68, 70, 72.
Hill-Lupin, M. A. (1991). The African-American grandmother in autobiographical works by Frederick Douglass, Langston Hughes, and Maya
Angelou. International Journal of Aging and Human Development, 33
(3), 173-185.
Hitchens, C. (1993, January 15). What I saw at the instauration. The
Nation, pp. 181, 186.
Jamieson, K. H. ( 1988). Eloquence in an electronic age. New York:
Oxford University Press.

Du Bois, W. E. B. (1986). Du Bois. New York: The Library of America.

Johnson, J. W. (1963). Saint Peter relates an incident: Selected poems
by James Weldon Johnson. New York: The Viking Press.

Eliade, M. (1968). Myth and reality. New York: Harper Torchbooks.

Kirstein, L. (1961, February 4). The new Augustan age. The Nation,

96

Frost and Angelou

Frost and Angelou

97

pp. I 06-108.

Neubauer, C. (1987). An interview with Maya Angelou. The Massachusetts Review, 28 (2), 286-292.

Klein, J. (1993, February I). Hoping for passion. Newsweek, p. 30.
Manegold, C. S. (1993, January 20). A wordsmith at her inaugural anvil.
The New York Times, 142, pp. C-l(L), C-8(L).
Marcus, M. (1991). The poems of Robert Frost. Boston: G.K. Hall &
Company.
Marinello, L. J. (1961). Robert Frost's inaugural dedication: The poet in
public ceremony. Today's Speech, 9, 22-23.

Nitchie, G.W. (1960). Human values in the poetry of Robert Frost.
Durham, NC: Duke University Press.
Harpo Productions (Producer). (1993, July 13). Oprah. (Television:
syndicated program).
O'Sullivan, J. (1993, February 15). Hoping against hope. National
Review, p. 4.
Overheard. (1993, February 1). Newsweek, p. 23.

McCubbins, M.D. (Ed.). (1992). Under the watchful eye. Washington,
D. C.: Congressional Quarterly Press.

Poetic justice. (1993, February 1). The New Yorker, pp. 34-35.

McMahan, E. & Day, S. (1980). The writer's rhetoric and handbook. St.
Louis: McGraw-Hill Book Company.

Pritchard, W. H. (1984). Frost: A literary life reconsidered. New York:
Oxford University Press.

Meroney, J. (1993, March). The real Maya Angelou. The American
Spectator, p. 68.

Profile: 'Caged bird' breaks free and soars. (1993, January 1). West
Africa, 3931, 98.

Mickelson, S. (1989). Whistle stop to sound bite. New York: Praeger
Publishers.

Ramsey, P.R. (1984-1985). Transcendence: The poetry of Maya
Angelou. A Current Bibliography on African Affairs, 17, 139-153.

Miller, M. (1993, January 11). Hollywood meets Woodstock. Newsweek,
p. 23.

Rod, D. K. (1986). Kenneth Burke and Susanne K. Langer on drama and
its audience. Quarterly Journal of Speech, 89, 306-317.

Molotsky, I. (1992, December 5). Poet of the South for the inauguration.
The New York Times, p. 8 (L).

Shales, T. (1993, January 20). Hollywood's bow-wow to Clinton. The
Washington Post, p. B6.

Morison, S. E. (1964, March). A eulogy: John Fitzgerald Kennedy. The
Atlantic, pp. 47-49.

Shapiro, H. (I 961, January 15). Story of the poem. The Sunday New
York Times Magazine, pp. 6, 86.

Mundy, C. & Hochman, S. (1993, March 4). A truly Democratic party.
Rolling Stone, pp. 21, 32.

Shuker, N. (1990). Maya Angelou. Englewood Cliffs, NJ: Silver Burdett
Press.

Neubauer, C. (1983). Displacement and autobiographical style in Maya
Angelou's The heart of a woman. Black American Literature Forum,
17, (3), 123-129.

Simons, H. (1976). 'Genre-alizing' about rhetoric: A scientific approach.
In K. K. Campbell & K. H. Jamieson (eds.), Form and genre: Shaping
rhetorical action (pp. 33-50). Falls Church, VA: Speech Communication Association.

98

Frost and Angelou

Frost and Angelou

99

Sobran, J. (1993, February 15). Ecstasy on the mall. National Review,
pp. 34, 36-37.

To the land vaguely realizing westward,
But still unstoried, artless, unenhanced,
Such as she was, such as she would3 become.

Tate, C. (Ed.). (1983). Black women writers at work. New York:
Continuum.
Thompson, L. (1959, March 21). A native grain of the American idiom.
Saturday Review, pp. 21, 55-56.
Thonssen, L. (1942). Selected readings in rhetoric and public speaking.
New York: The H. W. Wilson Company.
Two speeches (1993, February 1). The New Yorker, pp. 4, 6.
Udall, S. T. (1961, March 26). Frost's 'unique gift outright.' The Sun
day New York Times Magazine, pp. 12-13, 98.
Verse and worse. (1993, January 23). The Economist, p. 26.
Webster's Third New International Dictionary. (1960). Springfield, MA:
G. & C. Merriam, Co.
We shall pay any price. (1961, January 27). Time, pp. 7-12.
Appendix

Robert Frost's "The Gift Outright" 2

Footnotes
1Since

the inauguration, the text of the poem has been copyrighted by
Random House, Inc., who has restricted reprinting of the poem. However, readers may refer to earlier publications of the title work as cited in
references.
2From the The Witness Tree by Robert Frost, 1942, New York, Henry
Holt and Company. Copyrighted by Henry Holt and Company. Reprinted
by permission.
3Read as will at the inauguration.
EDITOR'S NOTE: Donna M. Emanuel Witmer received her Bachelor
of Science in Educatonfrom Eastern lllinois University in 1969, graduating with a major in theatre arts and minors in art and English. Since
then, she has coached drama and taught English and speech at the
secondary level. Currently, Donna Witmer resides in Charleston with her
husband and their three children. The text published in this edition is her
master's thesis, submitted in partial fulfillment for the degree of Masters
of Art in Speech Communication, which she earned from Eastern llinois
University in 1994. Cited as the "Outstanding Master's Thesis" for the
1993-1994 academic year by the Department of Speech Communication,
the work was selected also as an "Outstanding Master's Thesis" by the
Graduate School. Section Ill of the work was presented at the April 1995
convention of the Central States Communication Association.

The land was ours before we were the land's.
She was our land more than a hundred years
Before we were her p~ple. She was ours
In Massachusetts, in Virginia,
But we were England's, still colonials,
Possessing what we still were unpossessed by,
Possessed by what we now no more possessed.
Something we were withholding made us weak
Until we found out that it was ourselves
We were withholding from our land of living,
And forthwith found salvation in surrender.
Such as we were we gave ourselves outright
(The deed of gift was many deeds of war)
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